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Abstract
Organisational learning is a field that has grown exponentially (Bapuji & Crossan, 
2004) in recent years and is characterised by different disciplines and varying 
underlying assumptions with limited agreement about what it represents (Shipton, 
2006). What has emerged from this research is the need for a framework, which 
extends beyond some of the existing literature that sees organisational learning as 
rational, planned and cognitive to acknowledge the role of emotions, embodiment 
and aesthetics.
Building on Bateson’s (2000a) levels of learning and Elkjaer’s (2004) ‘third way’ of 
organisational learning an expanded framework is proposed. Whereas other models 
have focussed on intentionality and the entity undertaking the learning this study 
makes a contribution by considering the nature of learning itself in relation to the 
‘event’ of organisational turnaround.
What is proposed is a multi-level, multi-modal view of organisational learning which 
acknowledges the importance of context. This gives space for intentional and 
planned learning as well as the unintentional and spontaneous, the explicit and the 
tacit. It also responds to the complexities of not-for-profit turnaround by considering 
causes, content, process and context thereby addressing what has been regarded as a 
weakness in research in this field to date (Pandit, 2000).
Based on an ethnographic study of three publicly funded arts organisations that faced 
financial crisis this research addresses two questions:
• What light do the three organisations studied throw on the nature of 
organisational learning?
• What was different in the two organisations that survived compared with that 
which did not?
The organisations studied here suggest that organisational learning is always 
happening but that it occurs at different levels, from automated responses to the 
potentially explosive paradigm shift, and that the level of learning is context 
dependent. The two organisations that survived their crises showed evidence of 
automated and operational learning as well as the ability to reframe their contexts. 
Whereas the organisation that went into insolvent liquidation seemed unable to 
respond to a changing context and adapt their learning routines beyond the 
automated and operational.
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1. Hidden Backstage
This is an interpretive inquiry, a glimpse 
into the world in which I have worked 
since I left college as an undergraduate. It 
is a world that has treated me well and 
taught me a great deal but is one that is not 
often considered as a site for academic 
study. Its products have often attracted 
attention for they stimulate, excite, 
entertain, shock, cause controversy, offer 
comfort and at their best can transform.
Yet its organisational practices generally remain hidden backstage
Arts organisations - galleries, theatres, orchestras, dance companies - may not be the 
first thing to spring to mind when considering organisational learning, but like any 
other sector they are not immune to the vicissitudes of their environment. Issues of 
technology, personalisation and globalisation are being hotly debated, as “now the 
term a r t ... has become an active space rather than one of passive observation. 
Therefore the institutions to foster it have to be part-community centre, part- 
laboratory, and part-academy, with less need for the established showroom 
function.” (Doherty, 2004)
Such organisations work in the publicly funded sector and often exist in a permanent 
state of anxiety and vulnerability as a result of a dependence on state subsidy. Public 
arts organisations, the likes of English National Opera, Bournemouth Symphony 
Orchestra and the Hayward Gallery to name a few of those that are probably better 
known, are no exception. This is a precarious existence and it could be said that for 
some financial crises have become a way of life.
As the Chinese proverb says “the last one to know about the sea is the fish” and my 
familiarity with the sector meant this could have been an issue for this inquiry. 
However, by taking this intimate and in-depth journey I would argue I have come to 
know it anew. I have been able to reflect on my own practice and knowing, I have 
been introduced to new lenses with which to inquire into organisational learning, and 
I have had the privilege to be entrusted with insights from some extraordinary people 
working in the sector.
In this introduction I intend to give an overview of the territory covered by this thesis 
and to give a sense of the route 1 have taken. I will outline;
The two questions this study has set out to address
• Some of the back-story of how I got involved with this area of inquiry
• An introduction to the setting in which the organisations studied operate
• An introduction to some of the relevant theoretical frameworks
• An explanation of my choice of research approach
The intention at this point is to set the scene, introduce some characters and give 
some of the back-story. The full story will then unfold in subsequent chapters.
1.1 Key Questions
In undertaking this research I have addressed two questions;
• What light do the three organisations studied throw on the nature of 
organisational learning?
• What was different in the two organisations that survived compared with that 
which did not?
These questions have emerged out of my work as an organisational development 
practitioner as I managed a programme of support for arts organisations facing 
financial crisis. I became increasingly intrigued about what was going on for the 
organisations I was working with and what role, if any, learning played in their 
progress.
My curiosity was really sparked by one organisation I worked with (not featured as a 
case here) which having been through two years of change when it came to writing a 
new business plan seemed to suffer a case of organisational amnesia. Everything I 
might have expected them to learn during the change process appeared to have 
evaporated and they were stuck in terms of knowing what to do next. I could not get 
this experience out of my mind and it acted as a catalyst. It was at this point that I 
felt I needed to understand more about the nature of organisational learning, as is 
reflected in question one.
In order to address the nature of organisational learning I have considered three 
organisations, which were selected on the basis of purposeful sampling (Patton, 
2002; 290) from the many I had worked with over the last ten years. They were 
chosen to create a maximum variation sample on the basis that they were examples 
of different scales, artforms, locations, structures, approaches to the problems they 
faced and outcomes. They also had very different starting points to their crises. 
‘TheatreCo’^  is a major regional producing theatre; ‘Constructa’ is an artist led 
regional gallery and ‘Screenworks’ supported artists’ moving image.
* Pseudonyms are used throughout to preserve confidentiality
They include two that survived the financial crisis and have continued to operate to 
this day and one (Screenworks) which went into insolvent liquidation. The intention 
being that this would give the potential for some detailed comparison. This is the 
basis of question two.
I have endeavoured to create usefiil or purposeful research, which is academically 
rigorous, multidisciplinary (that is it includes a range of methods and theoretical 
frameworks) and also has the potential for practical application in some form. It 
draws on existing theory and explores the intersection of a number of different 
fields; aesthetics, organisational learning, embodiment and emotions. It also 
challenges the tendency to see learning as wholly beneficial (Contu, Grey, & 
Ortenbald, 2003) and something that can be attained through “purposive 
consciousness” (Bateson, 2000a). Many existing organisational learning models, 
particularly in the ‘Learning Organisation’ field, suggest that there are a number of 
factors which if addressed can improve organisational performance and learning 
exponentially, this research suggests this may not be as straightforward as it seems.
Part of the purpose for undertaking research in this field is also to inform arts policy 
making and development adding to both theoretical and applied knowledge.
There has, in recent years, been increasing attention from central and local 
government, and other public sector bodies in Great Britain on improving the 
effectiveness of the charitable sector (e.g. Capacity Builders^).
It is intended that the process and findings of this research will prove of value as 
these agendas develop in terms of identifying the nature of organisational learning in 
publicly fimded arts organisations and how they respond to crises. This is something 
which, bearing in mind the research was started four years ago, has ironically 
become even more pressing in the current economic environment.
The research addresses several gaps in the field. Firstly, I only found one other thesis 
to date which covers insolvency in the not-for-profit sector and that came fi-om a 
legal perspective looking at the causes and implications for charities. I have also only 
found a limited number of studies which look at the practices of arts organisations 
(Atkinson, 2006; Davidson & Good, 2002; Maitlis & Ozcelik, 2004), none of which 
focussed on organisational learning. Finally, I have considered a multi-level, multi 
modal approach to organisational learning and turnaround which addresses some of 
the criticisms of the field to date.
Unlike other research into organisational crisis and insolvency, this study takes an 
intimate and personal view of the experiences of working in organisations which 
have been on the edge of collapse.
http://www.capacitvbuilders.org.uk/Resources/e/x/p/Final%20D2014%20 %20Strategy.pdf
It focuses on the causes, content and context of such a process and what light that 
throws, if any, on the way an organisation learns and behaves. It is an attempt to 
explore an extreme organisational context in which the implications for learning or 
not learning are closely linked to survival.
1.2 Enter Stage Left the Recovery Programme
“The arts sector seems vibrant and healthy to the public - creating illusion is 
the artist’s stock in trade. Behind the scenes it is tough going. ” (Clarfield, 
Bird, & Carnevale, 2002)
I worked on two organisational development programmes, managed by Arts Council 
England, between January 2000 and April 2008, which were aimed at publicly 
funded arts organisations. One of these, the aptly named ‘Recovery Programme’, 
focused on organisations defined as being in danger of imminent insolvency and that 
were regarded as strategically important to the arts in England.
The test of whether something was strategically important to the arts portfolio^ was 
never fully defined, partly because the exercise became politically sensitive, so we"^  
worked on the basis that if there was a consensus that an organisation would be 
reinvented after its demise, it was probably of some importance.
The Recovery Programme of Arts Council England was the first strategically 
designed funding programme which acknowledged the existence of the parlous 
financial position of some of the key arts organisations in England. It was also the 
first time that lottery funding was released to be spent on activities other than capital 
projects.
The programme was developed at a time when it was felt that grant funding was 
unlikely to increase and was therefore focussed on eradicating financial deficits and 
supporting organisations to become more self-sufficient through different forms of 
trading or fundraising.
The aim of the Recovery Programme was to:
“Enable an arts organisation faced with imminent insolvency to develop 
recovery plans in conjunction with key stakeholders, which will enable it to 
secure operational stability in the medium term. ”
Arts organisations funded on an annual basis by Arts Council England
The Stabilisation Unit o f Arts Council England, which was a team o f five people
The Recovery Programme was a lottery funded programme with a budget of £30 
million per year that ran for nine years from 1999 to 2008.
The programme was constructed around four phases: Admission, Stocktake, 
Development and Implementation (Appendix 1). The diagram inevitably portrays a 
neat, linear flow which does little justice to the complexity of the process. 
Organisations could go through several iterations in a single phase; they might 
change staff or advisers, find new sources of funding or discover they just did not 
have the internal capacity to deal with all the stages.
It was probably one of the most directly interventionist programmes the Arts Council 
had ever run. Through its investment in each Recovery client, which ranged from 
£300,000 to £4 million, the Arts Council effectively played a role equivalent to that 
of the banks in for-profit sector recoveries. It appointed specialists to work with the 
organisations concerned, provided a specialist officer from within the Stabilisation 
Unit at National Office and took a view on the priorities and likelihood of success of 
any recovery proposals.
A Lead Adviser was appointed to each recovery client to act as a critical friend 
during the turnaround process and probably more importantly to provide a 
communication link between the organisation and its stakeholders. In the early days 
of the programme the Lead Adviser was nominated by the Arts Council but latterly 
the organisations were given the option of choosing their own adviser.
Organisations soon found that once they embarked on the process that it was far 
from ‘easy money’. They had to demonstrate they understood the causes of their 
difficulties, that a viable business model could be found and that they had the 
capability/capacity to deliver it. The Arts Council reserved the right to stop the 
process at any point if these conditions could not be met; a decision that if taken 
probably meant the organisation could no longer survive as Recovery funding was 
really last chance support.
Once organisations were admitted they were required to participate in an 
independently conducted Stocktake, usually completed by a management consultant 
and an Insolvency Practitioner.
If at the end of the Stocktake phase it was felt by the Arts Council that the 
organisation met the relevant criteria and that the Recovery Programme was the right 
approach some immediate cashflow funding would be made available to pay wages 
and creditors. Organisations were also expected to secure any other possible funding 
such as bank overdrafts and local authority support. The intention was that the 
imperative to change remained clear and that the urgency of the situation be 
alleviated to a certain degree but not removed entirely.
Over the nine years of the Recovery and Stabilisation Programmes 120 arts 
organisations were supported, approximately 13% of all the organisations receiving 
regular funding from Arts Council England during that time. In most cases the 
organisations were able to continue trading and undertake a process of 
transformation. Some were extremely successful in implementing the changes, some 
were modestly successful and a few barely survived. Four organisations (3% of the 
total organisations supported) went into some form of administration or insolvent 
liquidation (the formal process for organisations unable to pay their debts as they fall 
due, something that the current economic climate has made more visible).
I worked with a number of organisations that successfully recovered but also spent 
much of my time on those that did not survive in their original form. This caused me 
to consider in more detail the nature of the environment in which these organisations 
existed and what it meant for the individuals and teams who were experiencing 
difficult decisions about their organisational fritures - futures in which it would 
transpire that many of them would not have a role.
While the organisations involved were often grateful to have the last minute reprieve 
the prospect of turnaround funding was also viewed with a degree of scepticism and 
was perceived as having a stigma attached. Those that were admitted to the 
programme often played out their difficulties in a very public forum, such as the 
local press and online. Many found it hard to admit the extent of their problems and 
in some cases they did not actually know how bad things had really become. There 
was also an external perception within the arts sector that the Arts Council was 
rewarding failure rather than success and some of those supported were suspected of 
having deliberately ‘spent’ their way into Recovery in a misguided attempt to gain 
whatever additional funding was available.
1.3 The Setting for the Inquiry
The sector I am addressing is specifically the subsidised arts sector in England; it 
does not therefore include the West End Theatres, commercial music or cinema or 
any other artistic endeavour driven purely by commercial motives. The subsidised 
sector consists of mission driven, not-for-profit, idealistic (Zagier Roberts, 1994) 
organisations, which receive at least part of their funding from the state. In England 
such subsidy is delivered from Government (Department of Culture, Media and 
Sports) to Arts Council England and then on to the 900 regularly funded 
organisations (‘RFOs’).
Further support may come from local authorities. However, the funding from local 
authorities for the arts is discretionary and therefore highly vulnerable to changes in 
political administration, pressures from statutory services (or mere whim!).
There are then myriad other funders from Government Offices and Regional 
Development Agencies to Trusts and Foundations. Their funding tends to be on a 
project basis and will contribute little if anything to core running costs. In most cases 
the organisations will have a need to raise further funds from ticket sales, education 
activities, sponsorship, letting space, and catering, in fact any activity they can think 
of, within reason, which might earn an extra pound or two. It was a long running 
joke within the Stabilisation Team that the Arts Council should establish a catering 
college; such had become the importance of diversifying income.
This so called mixed economy model is an inheritance from the Thatcher years (a 
period of conservative government in Britain, 1979 -  1990), an approach which is 
now referred to as more ‘entrepreneurial’ but was initially driven by a series of cuts 
in public spending on the arts.
There has been an attempt at a movement away from a totally grant dependent 
culture, what could be described as a parent-child relationship, to a more peer to peer 
approach with key stakeholders (those providing regular funding). In my experience 
as both a recipient and distributor of public funding this necessitates a shift in power 
relations which is not always comfortable for either the stakeholder or the 
organisations concerned.
This mixed economy, while seemingly sensible on one level, is not without its perils; 
the agendas of stakeholders often change, and are not always aligned. Managing 
multiple stakeholders and keeping abreast of current policies takes nimbleness, 
flexibility and political awareness. Capabilities which can ebb and flow throughout 
an arts organisation’s lifecycle and are increasingly difficult to maintain when an 
organisation is on the edge of insolvency.
The subsidy context in which these organisations functioned was determined by both 
the overall context of arts funding as well as the relative position of their particular 
artform segment/niche i.e. theatre, visual arts or moving image. Funding for the Arts 
Council had been relatively static at £200 million for some 13 years between 1985 
and 1998 (Galloway, 2004; Heartfield, 2007), which for many arts organisations 
represented an inflationary cut year on year. This was also occurring at a time when 
many local authorities were reducing discretionary expenditure including support for 
arts organisations and projects.
The advent of the National Lottery then provided an additional £73 million a year 
fi-om 1997/8, which was initially available only for capital projects although its use, 
became more flexible by 1998/9. Thanks to some very positive funding settlements 
by 2008/9 the Arts Council’s revenue funding had increased to £437 million in 
revenue received and £138 million in lottery (after the deduction of a £7.5 million 
contribution to the Olympic Delivery Fund).
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The introduction of Lottery Funding for organisational development programmes 
paved the way for the Stabilisation and Recovery programmes, which distributed 
some £151 million in direct grants between 1996 and 2008 (PwC, 2008). More 
recent organisational development programmes (Thrive and Sustain) have had 
considerably less resources and recent announcements of a cut of £19 million for the 
Arts Council suggest that the overall context is now significantly changing and as 
such lessons learnt from the Recovery Programme become even more relevant.
Added to this wider context, each of the organisations studied in this research had a 
more specific relation to their artform context. As TheatreCo was admitted to the 
Recovery programme the theatre sector was undergoing a period of intense review 
prompted by a concern that the sector has been chronically underfunded for many 
years, this resulted in an uplift in investment to the theatre sector of £25 million in 
2003/4 (see section 5.4 for a more detailed overview of the position of the sector).
In terms of Constructa it was a relatively new organisation at the time of admission 
and was joining a visual arts sector which was experiencing something of a revival 
as seen in Brit Art, the Angel of the North, Baltic and Tate Modem. While this was 
not necessarily generating more funding (as was the case in the theatre sector) there 
seemed to be a favourable shift in public perception regarding the visual arts. Four 
years ago the Arts Council produced Turning Point (2006) a ten year strategy for the 
Visual Arts, which have remained a strategic priority.
Screenworks was arguably in the most complex context in that it sat between a 
number of stakeholders and occupied a much smaller specialist sector. Its work with 
moving image, film and digital practice meant that it sat between the Arts Council, 
Film Council, British Film Institute and a regional agency. Changes in the film 
fiinding system had reduced available resources and the Arts Council was primarily 
interested in artist’s films, which were a small part of the new remit as Screenworks. 
The strategic direction of this sector was therefore harder to determine and while 
digital work has since become a priority for the Arts Council this came too late for 
Screenworks.
1.4 Research Approach
This is a qualitative study based within an interpretative tradition. In order to 
understand the experiences of the organisations included in the research I have used 
an ethnographic (Hammersley, 1995; Wolcott, 2008) and an autoethnographic (Ellis, 
2004) approach. I have located the research within the “third way”(Elkjaer, 2004) of 
organisational learning and as such have looked at the organisations from the 
perspective of events and situations, the event covered here is the danger of 
imminent insolvency.
Organisations are systems that could be said to have the capacity to learn, and to 
evolve through such learning (Vince, 2002). Organisational learning is not, however, 
always evident and arguably includes unwritten rules, organisational politics, hidden 
assumptions, superstitions and belief systems. In order to recognise both the 
conscious and unconscious nature of learning this research uses the following 
description of organisational learning:
“The phrase ‘organisational learning’ describes an explosive force within a 
restraining framework (both ‘container’ and ‘contained’ - (Bion, 1985)). ” 
(Vince, 2002)
1.5 Answering Questions Systematically and in Public: Thesis 
Overview and Structure
Having set the scene and I then provide a view of the context in which this research 
exists, followed by a more detailed explanation of sources of influence, the research 
approach, what was found in the field and how that might contribute to further 
knowledge.
At its simplest research could be described as “answering questions systematically 
and in public” (Devalle, 1996) regardless of approach, methods, or the theories used. 
This research is no different in that it springs from questions about the nature of 
organisational learning in three not-for-profit arts organisations that have confronted 
some form of existence threatening decline. It asks about the nature of that learning 
and what light these cases might throw upon it.
The literature review includes an overview of the organisational learning field and 
explores organisational learning as it is used in this research. I review some of the 
disciplines used to consider organisational learning - psychology, organisational 
development and management science -  and raise some of the underlying 
assumptions that characterise the field to date. The rest of the chapter then looks in 
detail at Bateson’s (2000a) Logical Categories of Learning and Communication and 
considers its applicability as a framework within the “Third Way” (Elkjaer, 2004) of 
organisational learning. That is it includes learning as acquisition of knowledge and 
participation in collective activity - both process and product - as well as the wider 
context in which it takes place. Finally, it considers an expansion of the framework 
to include both levels of learning and different modalities -  the analytic, emotional, 
aesthetic and embodied.
Chapter four recounts the methodology used and is presented as a layered account 
(Rambo, 2005). That is it is not re-presented as a coherent, chronological process but 
recognises the different perspectives that informed its development.
It is an attempt to explore and address the ‘messiness’ of social science and 
recognises that the social world and our experiences of it are often diffuse and vague.
Based in an interpretive tradition the methodology draws primarily on social 
constructionism as its theoretical framework but also includes some recognition of a 
psychodynamic perspective. I have used these two approaches because they 
encourage awareness of inner and outer worlds and they offer different insights into 
learning, emotions and other modalities. While constructionism pays attention to 
how organisational actors construct their reality, psychodynamics provides a lens to 
consider the influences of emotions and defences against anxiety in organisations 
and learning.
In utilising an ethnographic approach I have endeavoured to explore how the 
participants in these organisations have made sense of their daily lives. This has 
therefore been an inductive rather than a deductive process. Through including an 
autoethnographic component I have also striven to surface and critically reflect on 
my role as researcher.
Chapter five begins with a presentation of an overarching metaphor for each 
organisation. Through a series of vignettes I then develop a more detailed picture of 
the three organisations. These use a variety of narrative forms, including poetry, to 
access some of the emotional and aesthetic modes of each organisation. The chapter 
concludes with an in-depth presentation of three episodes, one from each of the 
cases. In respect of Constructa this focuses on a specific exhibition; TheatreCo is 
represented through a company meeting, the ‘Meet and Greet’; and for Screenworks 
it is the penultimate Board meeting.
Interpretations of the data in the light of the two questions that underpin the research 
form the basis of Chapter six. This begins with my interpretations of the three 
episodes featured in the findings. The organisations are then considered in-depth 
using an ethnographic framework followed by a series of comparisons to explore 
similarities and differences between the three.
Chapter seven draws on the research data and the theoretical frameworks explored in 
the literature review to explore the “difference which makes a difference” (Bateson, 
2000a: 459). This chapter considers how my research challenges or affirms existing 
theories and forms the basis for theory building by way of a diagnostic framework 
for interpreting learning in organisations in crisis.
The final chapter is an evaluation of the research process and covers some 
conclusions and final observations. In keeping with the ethnographic and 
autoethnographic approaches section eight includes a particular focus on my 
personal reflections.
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2. Background
Organisations which operate within the not-for-profit sector function within a 
particular context, which provides much of the back-story to the cases included in 
this research. This section explores some of the characteristics which underpin the 
external environment of which the three organisations covered in this study are a 
part. I also consider the issue of organisational insolvency and touch on previous 
research in the field.
This section concludes with a broad overview of the notion of crisis in the arts with 
the intention of illustrating that the situations in which these organisations found 
themselves are not necessarily unique within the arts sector. A wider review of arts 
organisations facing financial crises shows that this is an issue which is both 
pertinent and current to the arts sector nationally and internationally.
2.1 Mission Impossible?
The organisations reviewed in this research are mission-led^. That is they exist not to 
make profits for shareholders but to serve some social, cultural or environmental 
purpose. They are generally constituted under one of a number of socially based 
instruments such as being a registered charity, are usually non-profit distributing and 
could be described as “idealistic.” (Zagier Roberts, 1994) That is they are often 
formed around such ideals as creating a fairer society, fighting oppressive practices, 
giving a voice to the disenfranchised or asserting the importance of culture in 
society. These ideals and the “shared crusade” (Miller, 1990), usually established as 
an organisation is created, are a vital part of its identity.
The initial idealism is often challenged as the organisation grows and matures; a split 
develops between the “missionaries and mercenaries” (Miller, 1990). Managers may 
become distanced from the founding values and the firont-line relationships with 
those the organisation serves in order to raise the ftinds necessary for survival.
This can cause a division in teams between those still working as missionaries and 
those who have become categorised as the mercenaries but it may also occur within 
individuals where the organisation remains small. These are tensions that are not 
easily reconciled and can cause a fracturing of the organisation as it matures. The 
funding becomes the ‘tail that wagged the dog’ as projects are created to follow the 
money rather than staying true to the early idealism which created the organisation in 
the first place.
 ^The origins o f ‘mission-led’ as a term are not clear but it is in common usage in the sector, most 
recently as part o f the Mission, Models, Money initiative e.g. Mission Models Money I Towards a 
Healthy Ecology
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The following mission statements are drawn from the two surviving organisations^ 
researched as part of this study and give a sense of the idealism that drives them. 
These are contrasted with two for profit organisations. The final two mission 
statements illustrate that there may not always be a straightforward distinction as 
Waterstone’s and the Body Shop appear to try to straddle the mission led and profit 
led worlds. That said it is still the case that they will have shareholders to satisfy, 
usually in the form of provision of a financial dividend, as opposed to the external 
funders in the not-for-profit world.
TheatreCo’s Mission Statement
Through the creation of work which enriches audiences intellectually, emotionally 
and spiritually, TheatreCo aspires to become one of the leading centres of excellence 
in this country. A commitment to quality, innovation, diversity and accessibility will 
result in larger, younger and broader audiences.
Constructa’s Mission Statement
Constructa is a place where artists come to make new work. Constructa supports 
and encourages the artists with whom it works to be adventurous and to test the 
boundaries of their practice. It encourages an open dialogue between artists and 
visitors within the gallery space and produces an integrated programme of 
education and audience development activity that strives to remove barriers to 
access, engagement and understanding.
Lloyds TSB Mission Statement
Our vision is to be the best financial services company, first in the UK, then in other 
markets. To be a great place to work, to be a great place for our customers to do 
business and to generate great returns for our shareholders.
Aviva Mission Statement
Our purpose is to bring prosperity and peace of mind to our customers. We will do 
this by realising our vision: One Aviva, twice the value. By working together across 
our businesses, we will optimise our performance in the global marketplace and 
maximise the value we can generate for all our stakeholders.
 ^The Screenworks Centre Mission statement has not been included as it no longer exists, for details 
o f its intended purpose please see Section 5.2
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Waterstone’s Mission Statement
Waterstone ’s mission is to be the leading Bookseller on the High Street and online 
providing customers the widest choice, great value and expert advice from a team 
passionate about Bookselling. Waterstone's aims to interest and excite its customers 
and continually inspire people to read and engage in books.
Body Shop’s Mission Statement
The Body Shop mission statement states that it exists to dedicate its business to the 
pursuit o f social and environmental change.
While Lloyds TSB and Aviva talk about their desire to serve their customers they 
also illustrate their need to provide a return to their shareholders. The not-for-profit 
mission statements are more focussed on artists and commitment to artistic 
excellence.
As one of the partieipants (an insolvency practitioner by profession and now working 
as a consultant in the cultural sector) in this research put it, “the profit motive allows 
for a eertain simplieity and establishes a common language for dialogue.. .once the 
overriding measure of success is removed and replaeed by ‘mission’ the world 
becomes much more complex and contested as different value systems come into 
play.” Put more bluntly she added that to her knowledge, no-one’s bonus has ever 
been related to delivering the corporate mission.
It is very unlikely that any organisation working in this field will make a profit, in 
fact it is often more culturally acceptable to talk of surpluses rather than profits. The 
implication of this mission-led idealism is that organisations in the not-for-profit 
world operate on very tight resources with little room for manoeuvre when the 
unexpected strikes. Money held in reserve to help manage during times of turbulenee 
is rare for most arts organisations and they generally have few assets available to 
secure loans or even overdrafts from traditional sources, it is often the funders who 
are seen as the lender of last resort.
In turn this means that cash is often in short supply, it is the case that many of the 
country’s theatres ean only continue trading on the basis of box office receipts paid 
by audiences in advance of the next season or show, they are eonstantly ‘robbing 
Peter to pay Paul’. Like a game of musical chairs this situation for the most part 
works effeetively while there are enough ehairs, however if some erisis emerges the 
music stops and the organisation is left stranded. Added to this is a further technical 
complexity in that often funding reeeived from trusts, foundations or local authorities 
is what is termed as ‘restrieted’ in other words it can only be used for the specific 
purposes for which it is paid.
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This is generally specified in some form of funding agreement which will be 
monitored by the funder coneemed. There has been a growing move to what is called 
“Full Cost Recovery” which allows organisations to apply for the full cost of running 
a project, including overheads, but this is far from being widely adopted particularly 
among the smaller trusts and foundations. This means that in some cases the not-for- 
profit organisation simply cannot afford to raise further projeet funds because of the 
costs involved in applying for and running the project.
In the commercial world determining price usually arises from a dialogue between 
provider and purchaser and is generally dependent on ability and willingness to pay. 
As has already been deseribed the financing relationship in the not-for-profit world is 
usually a triangular one between the organisation, its clients, and a third party which 
provides additional funding. In this relationship two things happen, the organisation 
is in a relatively weak position to negotiate on priee and there are often tensions 
between eompeting agendas. This is particularly marked in arts organisations where 
there is a constant debate between quality (associated with high cost) and access 
(assoeiated with low prices).
The lack of available trading profits also means these organisations often exist in 
buildings which cannot be ftilly maintained, with technology that is inadequate and 
an inability to grow either capacity or capability. The costs of growth or change are 
seldom covered by formal funding sources and as such have to be generated through 
sales (eatering, tickets, and bars), donations or membership fees. Such unrestricted 
income is often a small percentage of total income and is usually already committed 
to support basic running costs, again leaving little room for growth or ehange. In 
addition any over expenditure has to be absorbed which can have a disastrous knock 
on effect for future years. Despite these implications for cashflow and the apparent 
illogicality of such a position surpluses and reserves have generally been seen as a 
bad thing, “thus, the primary source of working capital is systematically eliminated 
from most non-profit’s managerial toolboxes, with predictable consequences.” 
(Miller, 2005: 6)
Perhaps the biggest irony of this “looking glass world” (Miller, 2005) is that the 
very controls that have been put in place to protect the use of publie money are 
undermining both the efficiency of the seetor and the quality of what it provides, 
whether that is a theatre, an animal protection charity or a human rights organisation. 
This, however, is the context in which the organisations in this study operate; it is the 
stage on whieh they perform. It hopefully explains the background to why 
organisational learning in this context is a pressing concern but cannot be dealt with 
on a purely rational or cognitive basis. This world is already topsy turvy before the 
questions in this research are asked of it.
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Parallel Worlds
The not-for-profit
manager
exists
in a parallel 
financial universe... 
no profits; 
no path to 
turfing out 
the unprofitable 
or weeding out 
the walking wounded; 
restrieted revenue; 
and to top it off 
a general allergy 
to the dread 
‘overhead’.^
2.2 Existence Threatening Decline
Turnover is Vanity 
Profit is Sanity 
Cashflow is Reality 
Cash is King! ^
The focus of this study is quite spécifié. I have looked at three instances of crisis; by 
crisis I am referring to organisations that have faeed the threat of imminent 
insolveney. I am interested in what is known as Corporate Turnaround or Business 
Reeovery, “a eorporate turnaround may be defined simply as the recovery of a firm’s 
eeonomic performance following an existenee-threatening decline” (Pandit, 2000: 
32). On this basis the organisation’s performanee is clearly measured in terms of its 
financial position, something that as I have already mentioned is complex in terms of 
mission-led organisations.
 ^Found poem from Miller (2005: 6). Found poems take existing texts and rework them in a form o f  
literary collage. The words and their order generally remain true to the text but are then shaped 
according to the poet. The origin o f the term is not clear but Kayak Press published two small 
anthologies o f found poems in the late sixties -  Pioneers o f Modem Poetry (Peters & Hitchcock,
1967) and Loser Weepers (Hitchcock, 1969) . A number o f  researchers are now using found poetry as 
part o f their qualitative research (Butler-Kisber, 2002; Poindexter, 2002; Prendergast, 2006).
 ^Old accountancy saying
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The causes of an organisation’s decline may be gradual and happen over a long 
period, or they may be as a result of an extraordinary event such as 9/11 and happen 
much more quickly. Successful recovery will run on a spectrum from mere survival 
to a marked improvement in financial health and sustainability and there tends to be 
a high failure rate (Pandit, 2000).
Each of the three organisations concerned in this research are/were registered 
charities and companies limited by guarantee. A charity is regarded as a ‘legal 
person’ and as such it can incur liabilities and become insolvent. A company is 
insolvent if it is unable to pay its debts as they fall due. The Insolvency Act 1986, 
section 123 defines inability to pay debts as:
• Where a creditor has a debt of £750 and has served a written demand on the 
company and has not been paid within three weeks
• A judgement, in favour of the creditor, which is not satisfied by the company
• When a company is unable to pay its debts as they fall due (the cashflow test); or
• Where it is proved the value of company’s assets is less than the amount of its 
liabilities, taking into account its possible and prospective liabilities (the balance 
sheet test)
Potential insolvency is a crunch point for any organisation, it will either survive or it 
will not. There is no middle ground. Pandit’s (2000) review of insolvency research 
suggests that the field is predominantly focused on the private sector. He reviewed 
forty seven corporate turnaround studies undertaken between 1976 and 1996, and 
drew two conclusions. Firstly, that the incidence of turnaround situations (in the 
private sector) is significant, a point reinforced by the current economic climate. 
Secondly, of those firms suffering significant and/or sustained declining 
performance, it is more likely that they will go into some form of administration than 
recover.
Using Pettigrew’s (1990) analytical framework Pandit’s review found that the 
research questions into corporate turnaround frequently addressed issues of cause, 
actions taken and management characteristics (Table 1). He went on to use the 
framework as a basis to identify areas which had largely been ignored by existing 
research.
Table 1 Summary of Basie Research Questions into Turnaround (Pandit, 2000)
Frequently Addressed Largely Ignored
Content What actions are successful 
and unsuccessful turnaround 
strategies composed of?
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Frequently Addressed Largely Ignored
Context What are the causes of 
decline?
How are appropriate reeovery actions 
shaped by the: 
Severity of the crisis facing the firm 
Attitude of stakeholders 
Firm’s outer context 
Firm’s historical strategy
Process/
People
What are the characteristics 
of successful turnaround 
managers?
What senior management mindsets lead 
to and prolong crisis situations? 
What are the triggers that begin the 
recovery process? 
Is there a general sequence of suecessfiil 
reeovery actions?
In terms of the ‘largely ignored’ issues, from my own research I would add:
• The influence of our emotions and senses on decision-making
• Actions of the stakeholders
• The impact of loss of vision or purpose
• How the organisation makes sense of what is happening
• The nature of learning during and post crisis
• The impact of emotions and the senses on the process
This has particular relevance for my research as it highlights several gaps in the 
literature and links to research design, “it seems that simple questions focussing on 
easily available and measurable data have been asked most often whilst more 
complex questions requiring difficult to obtain and messy data have been 
avoided.”(Pandit, 2000: 38)
What appears to be needed is an approach to investigating turnarounds which should 
“at least aim to unpack the important elements of content, context and process.
Better still, it is hoped that some studies will...systematically investigate 
relationships between the three categories.’’(Pandit, 2000: 52)
Added to this very little work seems to have been done on insolvency and turnaround 
in the not-for-profit sector or the arts as a niche sector. Having tried to find more 
detailed information it is not possible to identify how many charities go into 
insolvent liquidation each year as the statistics kept by the Insolvency Service 
(www.insolvencv.gov.uk) are not divided by sector.
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An increasing amount of research is emerging for the public sector; we see more 
headlines about failing schools, insolvent Primary Care Trusts, colleges in special 
measures etc. In August 2004 ‘Public Finance and Management Journal’ produced a 
feature issue on the topic.
In their research on the difference between public and for-profit turnarounds Paton 
and Mordaunt (2004), identify a number of features, which appear to echo the 
complexities created by the nature of the relationship to money mentioned earlier:
• The concepts of failure and performance in public services are much more 
problematic and contested -  serious under-performance may be more 
complicated to identify
• The politics of the process are likely to be particularly demanding with extended 
and complex patterns of stakeholder involvement
• The ability to provide leadership in relation to cultural and value dimensions may 
be relatively more important
• The multi-level and embedded nature of governance in not for profit contexts 
means the sources of failure and inertia may occur in more than one level
• External pressures may stimulate a sense of urgency but political pressures for 
‘quick wins’ may be incompatible with the timescales needed for more 
substantial changes
To date I have only found one other PhD thesis^ looking at insolvency in charities 
and that was done with a particular focus on the legal issues of insolvency and 
turnaround, it did not consider the process or the people.
2.3 Immortal or Expendable?
Setting the scene for TheatreCo, Constructa and Screenworks reinforces the notion 
that organisations are contextually embedded, what has been referred to as the 
ecological dimension (Armstrong, 2005), and as such it serves to consider both the 
notion of crisis within the arts sector, and the culture in which that crisis might be 
understood.
So, what is meant by crisis in arts organisations and how widespread is it? Web 
searches during the period of the research revealed a mass of data on crisis, 
insolvency, bankruptcy and organisations. Narrowing the searches to arts 
organisations in crisis still revealed several million links.
 ^Liz Yates, (1999),'Winding Up and Insolvency o f Charities, Including Rescue Mechanisms', PhD 
Thesis, University o f  Liverpool
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The writer and journalist Norman Lebrecht wrote an article in September 2000, 
which gives some clue as to the status of crisis in the arts.
Belly Up
Here is a brief summary of the summer’s casualties.
Two of America’s leading dance companies,
the Martha Graham and the Cleveland Ballet, went belly up.
The authorities in the Netherlands have announced the abolition o f three orchestras. 
In Berlin..subsidy lakes freeze over and cuts appear inevitable
Canada’s orchestras are in chaos.
Toronto is a graveyardfor conductors and chief execs.
Australia’s only chamber music festival, at Townsville, 
is facing extinction, as are two international contests —
The London String Quartet Competition and the Carl Flesch.
Last week. Classic CD
- the first magazine to cover-mount a free disc
- ceased publication.
Preceded by the US Scwhann catalogue,
Bible of record collectors.
The temptation is to greet these tidings with a wailing and gnashing o f teeth
At the loss or decline of valued institutions....
But the longer I observe the fluctuating fortunes o f the lively arts.
The less I  am convinced that anything needs to be done.
Art, like life, is never static. (Lebrecht, 2000)
This tends to suggest that existence threatening crisis is not unusual in the arts, and 
that this is an international phenomenon, not something restricted to the United 
Kingdom’s shores alone. Lebrecht touches on the inherent paradox of cultural 
institutions, on the one hand they are held as immortal; ongoing evidence of civilised 
society. On the other they are expendable; life forces with their natural rhythms like 
any other. Lebrecht uses the evocative language of life and evolution - annihilation, 
graveyard, extinction, loss and decline.
' Found poem from Lebrecht (2000)
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2.4 Crisis as a Way of Life?
In undertaking a detailed online review of arts organisations in difficulty over the 
last six years I found that the events of summer 2000 referred to by Norman 
Lebrecht are not unique occurrences. This section is here to evidence the view that 
crisis is a topical issue in the arts sector. During an introductory conversation with a 
participant (one of the two Co-Directors) from a potential case study organisation 
(which went on to be part of the research), one of the first things mentioned was 
what surviving crisis might mean.
We debated the fact that they are constantly trying to raise money for the next 
project suggesting to her that the notion of crisis was not a case of once and done it 
was almost a way of life. When I interviewed her later during the data collection 
phase of my research, this sense of uncertainty came through in her metaphor for the 
organisation.
“You know, I  think the organisation is quite like a tent, in that i t’s very strong 
in some ways, i t’s kind of well designed, actually designed is the wrong word. 
In some ways in terms of what it’s got to do for the most important group of 
people which is the people who come, it functions well for, hut that it’s 
actually also quite a flimsy structure. You know it’s a tent pegged down. I t’s 
vulnerable to an unanticipated, you know, whatever the weather conditions 
are, in a way, what you do is pitch the tent so your best assets weather the 
onslaught. ” Constructa
Q
The issue of crisis in the arts is also not limited to the English arts 
; sector. A report by Toronto Arts Council (Clarfield et al., 2002: 4) 
into the needs of its not-for-profit arts sector (the cover of the report 
featuring the cross section of a heart) suggested that, “current 
operating revenues for the sector were calculated at $215 million. 
Operating revenues required to achieve reasonable levels of efficiency were
estimated at $260 million. The difference - THE GAP - is $45 million Closing
the gap would require a 21% increase in net annual operating revenues fi-om all 
sources. While this amount would not be sufficient to produce optimum performance 
levels, it would be enough to lift the sector out of chronic crisis mode toward a fuller 
realization of existing potential.”
The language used in the accounts of such crises is often metaphorical and emotive, 
perhaps reflecting the mission led nature of the work.
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“Today many o f the large companies are in critical financial shape, their 
fragility accentuated by a lack of working capital, reserves and the existence 
of deficits (annual and/or accumulated). In 1998-99, the accumulated deficits 
of the Big 29 companies totalled $20 million... In my dreams, we aren I  burnt 
out after each production because we worked stressful 18 hour days for three 
months, and we aren’t in debt because we didn 7 pay ourselves. ” (Claffield et 
aA, 2002 7^
“The Permanent Crisis: It reminds me of the Flash Gordon serials I  used to 
see at kiddie matinees: Flash would be trapped by evil aliens and imprisoned 
in a windowless room. Just as he thought things couldn 7 get much worse, the 
walls would start to close in! There is the same airless, compressed quality to 
the current discourse on arts funding, which leaves absolutely no room to 
move. ” (Goldbard, 2003)
“Dublin’s Abbey Theatre, which has produced a long line o f geniuses from 
Sean O ’Casey to Brian Friel, does not put on an annual pantomime. But if it 
did produce a raucous show ofpunch ups, mishaps and double entendre, 
nothing could match the excruciating farce that continues to unfold 
backstage. Ireland’s national theatre, founded 100years ago by WB Yeats 
and Lady Augusta Gregory, narrowly avoided having to turn out the lights 
and declare insolvency this morning. ” (Chrisafts, 2005)
“There is hardly a theatre or arts centre in the country that is untouched by 
BAC’s work. You might think local councillors would be thrilled and proud 
to be the custodians of such a local and national treasure ...but you would 
think wrong. Last week BAC’s local council, Tory-governed Wandsworth, 
gave notice that from April 1st it intends to cut BAC’s grant from £100,000 to 
zero ...If this was to go ahead, BAC could not survive and would have to 
close. ” (Gardner, 2007)
“The arts sector is facing a funding crisis that threatens the future o f many of 
Northern Ireland’s most valued cultural institutions, events and projects. 
Central government plans to cut the arts budget by a further £800,000 by 
2008 in a move that will do irreparable damage to Northern Ireland’s 
already beleaguered arts sector. In total government spending on the arts 
will have been slashed by 10.4% between 2004 and 2008 if the proposed cuts 
go ahead. ” (Bruised. Fruit. Promotions, 2007)
“MOCA Faces Serious Financial Problems
Los Angeles ’prestigious but chronically underfunded Museum of
Contemporary Art has fallen into crisis.
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Museum Director, Jeremy Strick, said MOCA is seeking large cash infusions 
from donors, and this week he did not rule out the possibility of merging with 
another institution or sharing its collection of almost 6,000 artworks.
Federal tax returns show that even before the current national crisis, MOCA 
has been draining its reserves to pay operating expenses. ” (Boehm, 2008)
“More Funding For Crisis-Hit West Bromwich 
Public Centre
A controversial £61 million West Midlands arts 
centre has been handed a further £1.5 million in 
a fresh bid to stave off closure. Sandwell Council 
has provided the funding to cover operating 
costs at West Bromwich’s The Public gallery, 
which opened two years late and nearly £12 
million over budget in June. ” (Culture 24, 2008)
From my experience of working with the Recovery Programme I was aware that 
behind each of these headlines and articles were people fighting to save their 
organisation, people taken by surprise, people looking for someone to blame, the 
“gnashing of teeth and wailing” that Lebrecht referred to. Strong emotions are 
evoked and feelings run high. The route to survival is often far from a rational 
planning process.
The following excerpt which was an open letter to the Board of Trustees of the 
Museum of Contemporary Art was featured in the Los Angeles Times (Knight, 
2008), it gives a small example of the kind of responses such situations evoke.
MOCA faces serious financial problems
After overseeing the art museum's 
financial meltdown, its trustees 
should write checks.
By Christopher Knight, Art Critic 
November 20, 2008 
To: MOCA trustees 
Re: Rescue plans for MOCA's 
fiscal crisis
1 read with interest in Wednesday's paper about the fiscal calamity plaguing 
the Museum of Contemporary Art, which seems to suggest that the nation's 
premier institution for art of the past 50 years is just about broke. 1 also read 
about the possible rescue plans you are prepared to pursue, in a desperate 
scramble to save your sinking ship. I've been hearing about others.
2 2
And if what I've been hearing is true, I  have just one question: Are you 
freakin' kidding me? What on Earth do you think you're doing?
OK, that's two questions. Forgive me, but I'm steamed.
We are talking here about an irreplaceable cultural asset, one that has been 
instrumental in establishing the primacy of Los Angeles on the world's 
cultural stage. The proposals I've been told about are not solutions to 
MOCA's real but avoidable crisis. No, they are weak-kneed examples o f 
exactly the kind o f thinking with which you got yourselves into this mess.
Yes, you.
Times are tough, and every indication is that they are going to get tougher. 
But don't you dare blame MOCA's plight on a recent economic downturn 
beyond your control. The meltdown in the markets is not the cause of the 
crisis, only of y  our panic...
With ballooning expenses and a shrinking endowment rumored to be about 
$7 million — at most — you have gone from covering between 20% and 25% 
of your annual budget in 1998 to covering as little as 2%>. You steadily 
pushed the museum further and further out onto a ledge, so that when the 
global economy finally tanked, MOCA went into free-fall.
Now that's a scenario the California attorney general, whose office oversees 
nonprofits such as yours, could use as a cautionary case study. As trustees 
your first responsibility is fiduciary, and in that you have been a flop. 
Spending down your endowment is the equivalent of a farmer eating the seed 
corn. The first time you dipped in, sirens should have sounded. The museum's 
director and the board's finance chairman should have put an immediate stop 
to it, but didn't. That is dereliction.
This is trusteeship?
The rescue plans being talked about illustrate the problem. Two o f them are 
frankly shameful.
One would rent your incomparable painting and sculpture collection to a 
local foundation — controlled by one of your own trustees! — in exchange for  
some sort of multimillion-dollar annuity. The other would be a flat-out sale of 
it to another museum, so that you might shift the fundraising burden 
elsewhere, take the revenue and continue as an exhibition-only venue.
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Yes, we live in a market economy, where art is bought and sold; but one of 
the glories of an art museum is that it provides refuge from the crude 
commercial world.
When art enters a museum's permanent collection, it leaves the marketplace 
behind. That your first instinct is apparently scheming to monetize your 
extraordinary collection shows that you are not trustees, you are art dealers 
in disguise...
In examining some 20 different reported cases (from between 2001 and 2008) of arts 
organisations in difficulty and working directly with over 40 on the Recovery 
Programme it is clear that while the crises may have manifested themselves 
financially there were a number of other issues underlying the decline. In several 
cases such as MOMA critics pointed to either ill conceived or non-existent planning 
with stakeholders finding it hard to understand how the organisation has got itself 
into the crisis without taking any apparent pre-emptive action. In almost all cases 
there appeared to have been some form of relationship breakdown either internally, 
as in the case of a New York Arts Centre where there was in-fighting between rival 
factions, or externally with funders.
This then becomes a self-fulfilling prophecy because as relationships disintegrate, 
confidence levels plummet, forcing the organisation further into a downward spiral. 
In a few cases a particular environmental change has radically altered the context in 
which the organisation functions, for example changes in the English licensing laws 
have had a particular impact on a number of arts venues which relied on their unique 
position to provide late night entertainment and drinking. Now that public houses are 
able to determine their opening hours customers are tending not to go to arts events 
to make the most of a late night out. This can probably also be linked to issues 
around planning because in many cases the argument is made that these changes do 
not happen overnight.
In all of the reported cases the leadership of the organisation was called into 
question, whether that was Senior Management or the Board of Trustees (who in 
most cases in the UK are volunteers). As can be seen from the letter to MOCA, the 
Boards in particular can attract a great deal of criticism both internally and 
externally.
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3. W ould You Play a One String Guitar? A  Literature Review
“Playing a guitar with just one string would soon become monotonous, and 
the music would be limited in scope. Playing a guitar with six strings allows 
beautiful and complex music, limited only by our skill to use the six strings 
and our imagination. ” (Griffin, 1993:107)
I start with this quote because it goes to the heart of this research and highlights an 
issue within the literature around organisational learning as well as responding to the 
question, ‘what is the nature of learning in organisations?’ Learning, as other 
theorists and the organisations in this research suggest, is multidimensional 
(Antonacopoulou & Gabriel, 2001; Bloom, 1956; Harris & Schwahn, 1961), 
complex and not always easy to articulate yet much of the literature on both 
individual and organisational learning suggests otherwise.
The purpose of this literature review has been threefold. Firstly, it considers other 
research in the field and outlines some of the underlying assumptions regarding 
organisational learning that have been identified. Secondly, it also makes visible the 
conceptual framework used to assist with data collection and analysis. Finally, it 
forms one of the strands, alongside methodology, data collection and analysis that 
work towards answering the research questions.
3.1 Organisational Learning: A Volcanic Field
The field of organisational learning is now quite diverse and from modest beginnings 
it has grown exponentially in the last twenty years, a domain of “volcanic” activity 
“in which multiple foci of interest co-exist all the time” (Bapuji & Crossan, 
2004:397). Themes and discussions have emerged, abated and re-emerged in 
different forms. It is a field characterised by different debates and domains 
(Easterby-Smith, Crossan, & Nicolini, 2000). Debates that have focused on whether 
learning is based in the cognitive or behavioural domains; whether learning 
contributes to incremental or revolutionary change; whether it is continuous or 
discontinuous; whether it always leads to individual or organisational improvement 
and if it is process or product.
Mapping the field is therefore a challenging task and there are a number of ways in 
which it could be represented, “divergence begets divergence, giving rise to a 
secondary stream of organisational literature offering typologies and conceptual 
frameworks for making sense of the conceptual diversity” (Friedman, Lipshitz, & 
Popper, 2005). Overviews of the field (Table 2) appear to go back to the 1980s 
(Friedman et al., 2005) when Shrivastava (1983) offered four perspectives on the 
nature of learning and knowledge resulting in the concept of learning systems.
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Wiegand (1996) introduced seven perspectives focussed on the theoretical 
approaches to learning, whereas Edmundson considered both the nature of 
organisations and learning. Easterby-Smith (1997) reviewed organisational learning 
in terms of ontological differences across six distinct disciplines. Pawlowksi (2001) 
proposed five perspectives based on different theoretical traditions and assumptions.
Bell et al (2002: 71) approached the task from a marketing perspective and offered 
four dimensions which they describe as “the principle schools of organisational 
learning research.” these have been determined using six specific criteria: 
characteristics; analytic focus; learning mechanism; learning outcomes; patterns of 
learning and manageability.
Table 2 Conceptual Frameworks/typologies for Organisational Learning (based on Friedman et 
al, 2005)
Author/s Framework/typology
Shrivastava (1983) • Adaptive learning
• Assumption sharing
• Development of the knowledge base
• Institutionalised experiences effects (learning curve)
Wiegand (1996) • Behavioural
• Individual as agent
• Knowledge based
• Theoretically eclectic
• Theoretically integrative
• Systemic thinking and systems thinking
• Individualistic -  normative
Edmundson and 
Moingeon (1998)
• Organizations as residues of past learning
• Organizations as collectives which can learn and develop
• OL through policies that engage individuals in contributing 
to the organisation
• OL through the development of individual mental models
Easterby-Smith
(1997)
• Psychology and OD
• Sociology and organisation theory
• Management science
• Strategy
• Production management
• Cultural anthropology
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Author/s Framework/typology
Pawlowsky (2001) • Organisational decision making
• Systems theory
• Cognitive knowledge ^
• Cultural
• Action learning
Bell et al (2002) • Economic: learning accrues with continuous production
• Developmental: linear progression towards higher learning
• Managerial: prescriptive guidelines to change 
organisational culture and achieve higher order learning
• Process: OL is based on processes of information 
acquisition, dissemination and utilisation
Ortenblad (2002) • Functionalistic
• Interpretive
• Critical
• Radical
Shipton (2006) • The prescriptive perspective
• The normative perspective
• The explanatory perspective
• The descriptive perspective
In the same year Ortenblad (2002) bemoaned the lack of a critical approach to 
organisational learning and considered the literature from the four perspectives of 
functionalism, interpretive, critical and radical. Most recently Shipton (2006) has 
evolved a four quadrant typology, rather than tackle the issue of definition her 
approach has been to, “compare and contrast approaches in order to analyse 
similarities and dissimilarities, together with research challenges, for each 
approach.” She goes on to categorise the field in terms of its prescriptive/explanatory 
bias and in line with the individual or organisational level of analysis.
In reviewing the literature at least four approaches have emerged, whereby 
organisational learning is characterised either by the unit of analysis; or discipline; or 
by knowledge/knowing; or by the nature of learning.
The breadth of the field as it exists today suggests that any attempt to map the 
territory is likely to be partial. Some go as far to say that this diversity has led not to 
clarity but to a mystification of the field, “in other words, the more organisational 
learning is studied, the more obscure it seems to become.” (Friedman et al., 2005:
20)
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Nonetheless, with this caveat in mind and in an attempt to position my own research, 
I have endeavoured to explore the field of organisational learning in terms of these 
different approaches. This process has helped to elucidate why I have made the 
choices I have in terms of the theoretical frameworks employed.
One of the most contested areas has been what constitutes the unit of analysis when 
addressing organisational learning. For some, learning can only reside at the 
individual level and they warn of the danger of anthropomorphising the organisation 
(Friedman et al., 2005; Kim, 1993; Stacey, 2003). They argue that any model of 
learning has to resolve how to impart learning capabilities to a non-human entity, “to 
sustain the claim that an organisation is in any sense a living organism, we would 
need to point to where this living body is. Since an organisation is neither inanimate 
thing nor living body, in anything other than rather fanciful metaphorical terms, it 
follows that an organisation can neither think nor learn.” (Stacey, 2003: 326)
To add to the complexity, more recently the debate has moved beyond the single 
organisation to inter-organisational learning and communities of practice (Gherardi, 
Nicolini, & Odella, 1998; Wenger, 1998, 2003). In an attempt to deal with these 
dilemmas models have emerged that focus on a particular unit of analysis -  
individual (Belasco, 1998), interdependent individuals (Stacey, 2003), group/s 
(Wenger, 2003) or organisation (Ortenblad, 2005) - or acknowledge movement 
across several units (Crossan, Lane, & White, 1999). Few (Elkjaer, 2004, 2009; 
Engestrom, 2000, 2001) seem to have considered other possible units of analysis 
such as events, relationships, activity systems or contexts.
Considering organisational learning from the perspective of the “discipline” (Table 
3) in which it is located suggests a growing number of approaches potentially adding 
to the frustrations of those that call for more synthesis and clarity. In his review 
Easterby Smith (1997) cited six possible disciplines spanning the field, I have added 
two more which I believe have had a growing interest in the nature of organisational 
learning: critical management theory and complexity theory. In addition, the 
“Learning Organisation” concept is included under an action research/science 
discipline because this appears to be the main theoretical basis for its development.
However, I also recognise that using the term “discipline” is problematic and while 
some may be regarded as distinct, i.e. psychology and sociology, others may be 
regarded as sub-disciplines, “the key point here is that each ‘discipline’ employs a 
distinct ontology with regard to the social phenomena that are considered to be the 
core of organisational learning.” (Easterby-Smith, 1997: 1086) It is perhaps more the 
distinctiveness of the contributions and the issues that are raised in each case that 
give the perspectives an identifiable boundary.
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Equally, authors do not necessarily divide neatly into single disciplines, some span 
several fields with Easterby-Smith himself being an example, those included in 
Table 3 are very much indicative in an attempt to demonstrate some of the 
theoretical ideas underpinning each area.
Table 3 An Overview of the Disciplines Associated with Organisational Learning (Adapted 
from Easterby-Smith, 1997)
Discipline Characteristics Associated
Literature
Organisational
Behaviour/OD/
Psychology
• Proposal of different levels of 
learning
• Recognition of importance of 
context
• Importance of fi*ames and beliefs
• Interrelationship between 
thinking and action
• Issues of communication and 
change
• Defences against the anxiety of 
learning/change
• Vince (2002)
• Antonacopoulou 
and Gabriel (2001)
• Perkins et al 
(2007)
• Antonacopoulou 
(2006)
Product development/
Production
Management
• Notion of progression along a 
learning curve
• Debate about exogenous and 
endogenous sources of learning
• Productivity used as a key 
criteria for evaluating OL
• Organisational design is seen as 
having an impact on transfer of 
individual learning to the 
organisation
• Lyytinen and Rose 
(2006)
• Spicer and Sadler- 
Smith (2006)
Strategy • OL can aid competitive 
advantage
• Focuses on debate about how far 
organisations can adapt to 
changing environments
• Importance of learning from 
experience and recognises tacit 
learning
• Crossan and 
Bedrow (2003)
• March (1991)
These are intended as purely indicative as in many eases authors span disciplines and even within 
disciplines there are a variety o f approaches
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Discipline Characteristics Associated
Literature
• Recognises there are differences 
in organisations/sectors and as 
such information 
exchange/learning practices may 
vary
Critical Management 
Theory
• Considers whose interests are 
served by OL
• Addresses issues of power and 
politics
• Concern for equality and justice
• Coopey (2000)
• Ortenblad (2002)
Sociology • Recognises organisations as 
social systems
• Draws attention to politics, 
conflict and power as an inherent 
part of OL
• Sees a relationship between 
informal and formal learning
• Coopey (2000)
• Vince (2001)
• Ozcelik and 
Mailtis (2004)
• Gherardi (2001)
• Casey (2005)
Knowledge
Management
• Creation and dissemination of 
knowledge
• Notion of organisational 
knowledge
• Holistic
• Concerned with issues of 
‘irrational’ behaviour
• Managing short-term and long­
term agendas
• Vera and Crossan 
(2003)
• Liao et al (2008)
• Nonaka (1994)
Cultural
Anthropology
• Draws attention to the 
importance of values and beliefs
• Attempts to show that culture 
influences both the process and 
product of OL
• Reviews whether there is an 
optimal culture that supports OL
• Cook and Yanow 
(1993)
• Yanow (2000)
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Discipline Characteristics Associated
Literature
Action
research/science
• Strong functionalist drive
• Pragmatic, normative and 
aspirational
• Concerned with implementation 
of optimal learning practices
• Linked to action research
• Draws on management science 
and OD/Psychology
• The Learning Organization 
approach
• Argyris (1999)
• Senge(1990)
• Senge (1994)
Complexity • Complex adaptive systems
• Emergent order in disorderly 
systems
• Dynamic nature of organising 
and learning
• Reveals tensions underlying 
social order as well as fluidity of 
interactions
• Patterns of interaction
• Antonacopoulou 
(2007)
• Elroy (2000)
• Stacey (2003)
• Stacey (2001)
Although this research is focussed specifically on organisational learning as has 
already been mentioned there is an additional strand which has formed part of the 
debate around what constitutes organisational learning and that is the notion of the 
“Learning Organisation”. Becoming a Learning Organisation has been widely 
promoted as a worthy ambition for any organisation with a desire to improve itself. 
Perhaps now regarded as something closer to mythology (Tosey, 2005) than an 
achievable state the notion of being a Learning Organisation has nonetheless 
captured the imagination of organisations from all sectors and scales.
The concept of a Learning Organisation has grown in parallel to organisational 
learning and has its own body of research. Ortenblad (2001) provides a useful 
overview of the differences between the two fields (Table 4).
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Table 4 Differences between organizational learning and the Learning Organization 
(Ortenblad, 2001)
Organisational Learning Learning Organisation
Character of the content
Processes Organization form
Amount of Normativity
Descriptive Normative
Exists naturally Needs activity
Neutral Preferable
Necessary Not necessary
Obtainable Unreachable
Known Unknown
Group of target
Academics Practitioners
Consultants
While there might be debate about the way he has characterised the nature of 
learning one of the key differences between the two approaches appears to be the 
communities in which they have currency. The literature associated with 
organisational learning is primarily academic, while the literature on the Learning 
Organization is practice-based and often written by consultants (Argyris, 1999; 
Easterby-Smith, 1997; Ortenblad, 2001).
There has been criticism of the somewhat unproblematic presentation of the concept 
of the Learning Organisation, acknowledging “the importance of power, the nature 
of knowledge, and paradoxical action,” which makes learning in organisations more 
complex that some writers might have us believe, elements which much of the 
writing on becoming a Learning Organisation seems to ignore (Kelleher & McLaren, 
1996: 77).
There is also a sense that the notion of the Learning Organisation is part of a fad or 
fashion, oversimplifying the issues of organisational learning, “yet by turning these 
ideas into a cult like movement with its own cliches and rituals, amounts to a 
defensive neutralisation of these potentially disruptive and anxiety producing ideas.” 
Krantz (1998: 11) This research is not directly linked to the Learning Organisation 
field because the approach tends to focus on prescriptive, applied models and it was 
not a concept familiar to the organisations studied, that is none of their recovery 
strategies formally stated the ambition to become a Learning Organisation.
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A further area of debate that has arisen within the organisational learning field has 
been around the nature of knowledge, which has recently led to a shift for some 
authors from knowledge to knowing (Gherardi, 2001; 2007). In addressing 
organisational learning I am not intending to stray into the knowledge management 
field as this is a specialist area in itself. However, I do intend to consider a view of 
knowledge which has spanned disciplines, namely that of tacit, implicit and explicit 
knowledge, which has emerged in “both the academic organisation literature and the 
popular press.” (Bennet & Bennet, 2008: 74)
The importance of tacit knowledge goes back to the sixties and the work of Polanyi 
(1967) and his observation that we know more than we can tell. It can be described ' 
as “those connections among thoughts that cannot be pulled up in words, a knowing 
of what decision to make or how to do something that cannot be clearly voiced in a 
manner such that another person could extract and recreate that knowledge 
(understanding, meaning, etc.).” (Bennet & Bennet, 2008)
This sits in contrast with explicit knowledge which can be called up and described 
accurately and clearly to another person such that the information can be exchanged. 
This means that such knowledge is regarded as being in conscious awareness and 
can be expressed and described.
A third form of knowledge, “implicit” (Bennet & Bennet, 2008), has also been 
described which sits between explicit and tacit knowledge. This form is not 
universally accepted and is also regarded as being predominantly out of awareness. 
Bennet and Bennet (2008: 75) differentiate it from tacit knowledge on the basis that 
it can be brought into consciousness by some form of trigger, “implicit knowledge is 
knowledge that the individual does not know they have, but it is discoverable.” This 
view is in part informed by a concern that explicit and tacit processes have been 
treated as altogether different processes, “the polarity fallacy” (Reber, 1993) 
implying a sharp difference between that which is explicit and that which is tacit 
rather than recognising a more flexible boundary between the conscious and 
unconscious.
Raising the issue of knowledge and the nature of knowledge may be regarded as re- 
igniting the issue of the individual as the entity that learns, however, it includes 
social learning as well as individual learning, “learning is a dynamic process that 
manifests itself in the continuously changing nature of organisations.” (Bennet & 
Bennet, 2008)
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There has been some discussion about whether an integration of theory and practice 
is what is needed in the organisational learning field but it seems to be the case that 
the various approaches are based on distinct domains with their own paradigms 
(Easterby-Smith & Araujo, 1999) and while it may be beneficial to take account of 
the developments across these fields they have different origins and concerns.
Despite the wide-ranging debates there appears to be some acceptance of the many 
perspectives, “organisational learning can take various forms; it can be behavioural 
and cognitive, exogenous and endogenous, methodical and emergent, incremental 
and radical and can occur at various levels in an organisation as well as between 
organisations.” (Bapuji & Crossan, 2004: 400) This has been part of the challenge 
for my research in terms of developing an appropriate methodology that can allow 
scope for the breadth of organisational learning -  for the spoken and unspoken; the 
tacit, implicit and the explicit; the cognitive and the embodied/emotional.
3.1.1 Some Underlying Assumptions in Organisational Learning
Organisational learning, as has been discussed, is a polyvocal field and there are a 
number of apparent assumptions underlying some of the literature which this 
research has endeavoured to surface. The first of these is the view that learning is 
universally beneficial, with a few exceptions (Contu et al., 2003; Owenby, 2002), it 
is seen to offer competitive advantage, effective knowledge transfer, and the capacity 
for innovation, this scope for apparent “improvement” is seen as intrinsically 
compelling (Senge, 1990).
While some cover resistance to learning or defences against the anxiety of learning 
(Vince, 2001, 2002) the underlying assumption appears to be that learning is 
fundamentally a good thing if not essential, “organizations need to increase their rate 
of learning to survive in these times of unprecedented change.”(Masalin, 2003)
There has also been limited attention given to the relationship between learning and 
unlearning (Coopey & Burgoyne, 2000), the notion of nonleaming (Jarvis, 2006) or 
the fact that there may be a loss associated with new learning and the need to 
abandon old learning.(Scott, 1997) Fewer still have argued that learning in 
organisations is inherently problematic and that there may be a case to be made 
“against learning.” (Contu et al., 2003; Owenby, 2002)
“Our overall contention is that learning is to he understood in 
terms of a politics o f truth. That is, it is part of the construction of certain 
truths about the emergence o f internationally competitive knowledge 
economies and their organizational counterparts. Learning has a benevolent 
and beneficent ring to it.
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But we have suggested that learning encodes restrictions on what can be 
learned, both organizationally and socially, which are both controlled and 
controlling... the universal and uncritical acceptance of learning shows just 
how far the ideological move of appropriating and suturing a notion of 
society, organization and self around learning has gone... ” (Contu et al..
Secondly, closely linked to the notion of universal benefit, is the issue of seeing 
organisational learning as apolitical, something that has more recently been 
challenged (Coopey & Burgoyne, 2000; Vince, 2001). Previously politics has been 
regarded as an obstacle in the way of learning (Argyris, 1990) or that it places a 
constraint on learning (Senge, 1990). Whereas, in taking the view that learning is a 
social process “politics is seen as a natural feature of organizing and learning, and it 
is recognised that power relations directly mediate interpretive processes within 
organisations.” (Vince, 2001: 1329)
Thirdly, learning has also tended to be regarded as a purely cognitive activity, with 
little attention paid to the fact that we are emotional (Antonacopoulou & Gabriel, 
2001; Vince, 2002), embodied (Varela, Thompson, & Rosch, 1993) beings. This 
assumption sees learning as based on rational and planned inquiry. Such notions of 
rationality imply a high degree of intention on the part of the learner; learning 
becomes something which is consciously sought, analysed and applied, which can be 
achieved through highly “rational action steps.” (Irgens & Hemes, 2008) This 
ignores those things that happen beyond our awareness and tacit knowledge.
A fourth assumption appears to be that there is an optimal approach organisations 
should take towards learning and as such it becomes regarded as hierarchical.
This can particularly be seen in Argyris’ notion of single and double-loop learning in 
which the implication appears to be that double loop learning is superior to single 
loop and this is what any self-respecting learning organisation should aspire to. 
Argyris and Schon (1978: 5) also go beyond the organisation and warn of the impact 
that failure to achieve double loop learning may have on society as a whole, “unless 
people acting as agents for organizations and societies are able to learn how to detect 
and correct double-loop errors, the survival of the society may be in doubt.”
This approach proposes that learning could be said to have occurred under two 
conditions. Firstly, when an organisation achieves what it set out to achieve, that is 
there is a match between planned action and the outcome achieved. Secondly, that 
learning occurs when a “mismatch between intentions and outcomes is identified and 
it is corrected...’’(Argyris, 1999: 67)
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On this basis single loop learning is said to have occurred when matches are created 
or action is taken to resolve a potential mismatch. Double loop learning happens 
when the organisation takes a more reflective approach and reviews different 
possibilities and implications before action is taken to ensure the mismatch is 
avoided.
In reviewing double loop learning a concern has been raised in that it neglects “the 
aspects of adaptive behaviour, context and relationship that were central to Bateson’s 
original formulation.” (Visser, 2007: 659) Visser proposes that learning should take 
account of “behavioural adaptation to patterns of conditioning at the level of 
relationships in organisational contexts,” in this form learning is:
• Continuous, behavioural-communicative, and largely unconscious
• Not responsive to direct management or organising
• Not guaranteed to lead to organisational or individual improvement, especially in 
its pathological, double binding form
This sits in contrast to a form of learning, which provides for reflection on and direct 
inquiry into the process of (single or double loop learning) learning at the individual 
and group level. The characteristics of such learning are more likely to be:
• Discontinuous, cognitive and conscious
• To a large extent amenable to steering and organising
• Directed at organisational and individual improvement
The rational and hierarchical based assumptions tend to lead to learning being 
regarded primarily as a planned activity; this is particularly the case in the Learning 
Organisation and the information systems fields, both of which suggest there are 
certain ‘guidelines’ which if followed can enable an organisation to optimise its 
learning and become more effective and efficient as a result (Senge, 1990; Senge et 
al., 1999; Senge et al., 1994). This misses the unforeseen, unplanned, spontaneous 
and unintentional learning that can occur in organisations.
3.1.2 Locating This Research
It has been suggested that the organisational learning field, like artistic 
developments, has been through a series of movements. The “first way” (Elkjaer,
2004), what might be termed the ‘acquisition phase’, is typified by a focus on 
individuals, knowledge acquisition and looking at how individuals interact with 
organisations as systems. In this phase learning is identified as something that is 
acquired and knowledge takes on a form which renders it capable of being 
transferred between individuals.
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The “second way”, or ‘participation phase’, looked more closely at the participative 
nature of learning in work communities. It considers the processes of learning in 
everyday organisational life, “from taking place in the minds of individuals to being 
part of the access and participation patterns of the organisational members.” (Elkjaer, 
2004: 422) Knowledge is no longer a product but part of the active process arising 
from participating in communities of practice, a shift from product to process.
Between phases one and two the focus shifts from learning at the individual level to 
participation in communities of practice, “the participation metaphor takes learning 
out of the individual mind and formal education settings and places it into the 
everyday organizational life and work.” (Elkjaer, 2004: 420)
The third and most recent way is attempting to build on the first two phases uniting 
acquisition and participation as well as bringing in emotion and intuition. On this 
basis it could be described as a synthesising the first two phases “with a dash of 
body, emotion, intuition, and an understanding of the relation between individuals 
and organization that emphasizes the role of commitment and organizations as social 
worlds.” (Irgens & Hemes, 2008: 4) This phase endeavours to expand on social 
activity to include “acting and thinking, as well as body, emotion and intuition.” 
(Elkjaer, 2004: 423) Drawing on the pragmatics of Dewey it aims to combine both 
the process and product of learning, and could be termed the ‘pragmatic’ or 
‘experiential’ phase.
My research sits within this last phase of organisational learning and expands on 
Elkjaer’s (2004) use of Dewey’s philosophical pragmatism to include the work of 
Gregory Bateson (1904-1980). Bateson’s framework echoes some of Dewey’s 
approach in that it includes attention to the experiential, transactional and 
communicational, “experience is, according to Dewey not primarily associated with 
knowledge but with human beings’ lives and living.” (Elkjaer, 2009: 75)
For Dewey living was about the continuous transaction between human beings and 
their environment, on this basis experience is concerned with “emotion, aesthetics 
and ethics as well as knowledge,” (Elkjaer, 2009: 74) something that he and Bateson 
had in common. For Dewey, action and the use of concepts and theories are closely 
linked and it is the situation which determines which theories and concepts are 
appropriate, hence the focus of the third way of organisational learning being on the 
event or situation. Elkjaer (2009: 78) argues this does not preclude habitual 
responses but that it “provides a way to understand learning as an experimental 
responsiveness to change and as such it facilitates creative action and thinking.”
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In considering this approach the unit of analysis shifts from the individual or 
organisation to a problematic situation or organisational event. The implications this 
presents for research is therefore the need to look into experience and work fi-om the 
perspective of events and situations, this is the approach that has been taken in this 
study and the event covered is the danger of imminent insolvency.
In Dewey’s terms inquiry goes beyond propositional knowledge and experience is 
distorted if it is only considered in terms of conscious thought, “when something is 
experienced with the ‘stomach’ or an emotional response is exhibited in a situation, 
then inquiry is a way to help define experience in a cognitive sense and create 
meaning.” (Elkjaer, 2009: 80)
It may also involve drawing upon similar past experiences to consider different 
meanings for the situation thereby turning emotional experience into something that 
can be understood as cognitive and communicative. Looking at the approaches of 
Dewey and Bateson there are a number of common themes and some differences. 
Golann (1987) suggests that there was a link between the two theorists in the form of 
Adelbert Ames II (1880 -  1955) who was strongly influenced by Dewey’s ideas on 
transactionalism and in turn influenced Bateson to the extent that he defined his 
impact as “a most salutary series of epistemological shocks.” (Bateson, 1978)
Both were considering lived experience although Bateson’s was an expanded view 
beyond individual consciousness. They also both went beyond the cognitive to 
include emotional and aesthetic dimensions, and had a particular concern with art. 
They were both interested in the communicational nature of learning and change. 
Dewey seems to have been more focused on intentional inquiry into experience 
whereas Bateson was interested in the communicational aspects of changes in 
context. Both allow for habitual learning in some form and the repeatability of 
context.
Dewey’s view was also that experience is not solely subjective and private. He 
viewed the objective world and subjective experience as closely interwoven.
Bateson perhaps paid more attention to the inner story than Dewey, which Dewey 
did not deny but he was more interested in focussing elsewhere. Perhaps their 
biggest division, however, occurs where Bateson is concerned with what he appears 
to have regarded as an inherent tension between philosophical pragmatism and 
aesthetics.
I am therefore proposing the use of Bateson’s framework for levels of learning 
because it offers the opportunity to build on Dewey’s notion of experience. His focus 
on context and the nature of learning in relation to context offers an insight into 
studying the nature of organisational learning and events.
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I would argue that this notion of context links closely to a concern for a ‘situation’ 
or event and the information it generates, what Bateson (1979: 98) might term “news 
of difference”, which is compatible with the third way of organisational learning.
3.1.3 Container and Contained
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Having reviewed the organisational learning field and placed this research within the 
third way of organisational learning I will now review the key themes being used and 
the frames within which they sit. My experience of working with a large number of 
arts organisations in crisis suggested that the event of imminent insolvency was one 
that provoked a great deal of anxiety and that the emotional undertow of organising 
was very influential in the way people thought and acted.
As such I have looked to psychodynamics as a field in which the influences of 
emotions and defences against anxiety are a core component. That is not to suggest 
that all learning provokes anxiety or that anxiety is necessarily pathological, more 
that emotions are part of the system, part of experience.
“The forms this experience can take are many and may present themselves as 
‘suitable cases for treatment’, either of the individual or of the group... I  
think we are only just beginning to understand the underlying dynamics that 
relate specifically to this dimension of organ isational life and what it may 
evoke from our inner worlds or our group inheritance. But I remain 
convinced that we will go seriously astray if we collude with the pull into 
pathologizing. No emotional experience in organisational life is a suitable 
case for treatment. It is rather a resource for thinking, releasing 
intelligence. ” (Armstrong, 2004: 109)
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This research uses the following description of organisational learning:
“The phrase ‘organisational learning’ describes an explosive force within a
restraining framework (both ‘container’ and ‘contained’ - (Bion, 1985)).”
(Vince, 2002)
While organising is a process (Vince, 2002; Weick, Sutcliffe, & Obstfeld, 2005) that 
can enable learning, it is also a process which can bring into being defences against 
the anxieties of such learning; learning cannot therefore be regarded as 
unproblematic or universally beneficial. The metaphor of explosion suggests it can 
be a destructive as well as a constructive force; it can rent apart as well as reshape 
and it can be revolutionary in nature. It is almost always exposing in some form and 
underscores the need for some kind of containing fi*amework within which the 
learning takes place.
Bion (1962) first wrote about the concept of container and contained in the 1960s in 
‘Learning from Experience’, which focussed specifically on the psychoanalytic 
encounter. He later extended it beyond the individual to groups, institutions and 
society in the 1970s. It is a concept that appears deceptively simple, yet it can be 
applied in numerous ways. Bion’s original metaphor likened container/contained to 
the relationship between caregiver and baby, where the caregiver is the container 
with the capacity to ‘hold’ or contain the distress of the crying baby. If the child feels 
sufficiently supported it will calm down.
In this space the child feels not only physical safety but the notion of a reliable 
container which has the capacity to take in its distress without damage, “thus the 
repeated experience of this external containing space contributes to the development 
of an idea of something resilient, safe, and supportive inside the self. The affect is 
still there, but it is now bearable (i.e. contained)...” (Hoggett & Thompson, 2002: 
120)
Bain (1999) uses a physical analogy to describe it in its simplest form. Imagine 
grasping your wrist with your hand, the hand is the ‘container’, and the wrist the 
‘contained’. If you clasp too tightly i.e. the ‘container’ is too strong you will stop the 
blood flow in your wrist. If the clasp is too loose, the wrist can easily slip out of, or 
break the ‘container’. At its core the container/contained relationship is a dynamic 
one. It is not the case that the contained sits statically and uninfluenced within the 
container. When considering the institution as a container there is interdependence 
between our individual experience and the collective experience.
As individuals we are containers for the “stimulus of what may be contained.” (Bain, 
1999:2-3)
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Equally, the institution performs a similar function for the collective. In acting as a 
container, some organisations could be described as more containing than others and 
therefore more able to provide the opportunity for growth in both container and 
contained, “some organizations and their structures are clearly more supportive and 
containing of managers than others, and this is likely to show by an effect on the 
entire organization.” (Obholzer, 1996: 54) As in the wrist metaphor, some squeeze 
too tight and prevent the blood flow whereas others fail to contain at all.
This approach is closely linked to issues of communication, “the entire emphasis of 
the container/contained process is on the capacity to listen, to take in, and to react in 
response.”(Obholzer, 1996) If the organisation is incapable of listening to its 
employees, like the child not supported by its care-givers, they will feel unheard and 
alone. If it is full of anxiety it will spill over into its employees and once again 
communication and growth will be impaired. This focus on communication echoes 
the notion of learning as a “communicational phenomenon.” (Bateson, 2000a: 279)
Psychodynamics adds a further dimension to this research in that it offers the 
proposition that organisations can be thought of as “an eliciting object of emotion.” 
(Armstrong, 2005: 103) The nature of the exchanges and patterns that then occur 
within organisations carry some reference to this object, it is an implicit element 
within organisational life. The “organisational object” becomes something “that 
functions as a point of origin of psychic experience.. .but which, like all mental 
objects, can elicit multiple responses, be subject to multiple readings, more or less 
conscious and more or less in accordance with reality.” (Armstrong, 2005: 103)
In defining the organisation as object Armstrong (2005) identifies four boundary 
conditions that determine the nature of the ‘object’ (which is either conscious or 
unconscious):
• The organisation as contextually embedded (the ecological dimension)
• The organisation as enterprise (the identity dimension)
• The organisation as process (the task dimension)
• The organisation as structure (the management dimension)
That is not to say that the organisation is a concrete entity or object. It is something 
which may be within or outside of our attention but it creates a dynamic referred to 
as the “organisation-in-the-mind.’’(Armstrong, 2005) Any attention to organisational 
learning can then be placed within this frame in terms of how these boundary 
conditions are understood.
In summary, the psychodynamic dimension fits with the view of organisational 
learning taken by this research in that it helps understanding of the participants 
relationships with their organisational context.
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It also works with the third way of organisational learning in that it goes beyond 
cognitive, rational, planned learning and acknowledges emotions and inner 
experience.
3.2 Levels of Learning: An Interpretative Framework
In adopting the third way approach to organisational learning the question then 
becomes not if organisations can learn (i.e. who is doing the learning?), but in terms 
of considering the organisations being studied, “what is the level or order of learning 
in the context of this event?” (Bateson, 2000a) This is in part based on Bateson’s 
view that even simple mechanical devices exhibit the phenomenon of zero learning 
or the ability to respond to information received from an external event.
In introducing his thoughts on ‘The Logical Categories of Learning and 
Communication’ Bateson (Bateson, 2000a) refers to behaviourism, cybernetics, 
physiology, physics and mathematics, “the processes with which Gregory was 
concerned were essentially processes of knowing: perception, communication, 
coding and translation” (Bateson, 2000a: xiii). In particular he raises Russell’s 
Theory of Logical Types and how it relates to learning. In summary, the theory of 
logical types distinguishes between a class and members of that class and, in order to 
avoid logical paradoxes, stipulates that a class cannot be a member of itself.
It can also not be a member of those items which are classified as its non-members, 
“these assertions may seem trivial and even obvious, b u t... it is not at all unusual for 
the theorists of behavioural science to commit errors which are precisely analogous 
to the error of classifying the name with the thing named -  or eating the menu card 
instead of the dinner -  and error of logical tvning.” (Bateson, 2000a: 280)
As an example a chair becomes part of the class of chairs. Equally, a rug or a table 
are members of the class called non-chairs. If the class of chairs are then regarded 
among the members of the class of non-chairs an error in formal discourse results. 
This is important because in Bateson’s terms “if these simple rules of discourse are 
contravened paradox will be generated and the discourse vitiated.” (Bateson, 2000a: 
280) Bateson himself notes that the theory of logical types is concerned with highly 
abstract matters derived from the field of logic, nonetheless it appears central to how 
he arrived at his descriptions of learning.
He also argues for the view that “all perception and all response, all behaviour and 
all classes of behaviour, all learning and all genetics, all neurophysiology and 
endocrinology, all organization and all evolution.. .must be regarded as 
communicational in nature...” (Bateson, 2000a: 283) This is illustrated by the 
example that you can reinforce behaviour in a rat (positively or negatively) when it 
investigates an unknown object.
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The rat will therefore learn to approach or avoid it in future. The purpose of the rat’s 
exploration is arguably to gain information on which objects are approachable and 
which should be avoided. The discovery of whether an object is safe or dangerous is 
therefore to be regarded equally as a success in the process of getting information. If 
the object is dangerous the success of the information gathering will not deter the rat 
from future exploration of unknown objects (Bateson, 2000a).
As in the notion of an explosive force “the word learning undoubtedly denotes 
‘change’ of some kind. To say what kind of change is a delicate matter.” (Bateson, 
2000a: 283) Change therefore becomes the common denominator against which to 
describe learning. It also indicates that change is process based and that such 
processes are also subject to change.
The process of change can stop, speed up or slow down. In terms of physical science, 
Bateson argues, the simplest form of change is motion, we can move from a 
stationery position or zero motion to constant velocity. This suggested that what was 
needed was an ordering of ideas about learning (Table 5) which began at the simplest 
level and took account of logical typing differentiating between classes or orders.
Table 5 The Levels of Learning (Bateson, 2000a: 279-308)
Learning IV “.. .would be change in Learning III but probably does not 
occur in any adult living organism on this earth.”
Learning III 
Paradigm Shift
Is a change in the process of learning II e.g. a corrective 
change in the system of sets of alternatives from which choice 
is made. Learning III is likely to difficult and rare even in 
human beings. But it is claimed that something of the sort does 
from time to time occur in psychotherapy, religious 
conversion, and in other sequences in which there is a 
profound reorganization of character.
Learning II 
Emergent pattern; 
reffaming situation 
or context
Is a change in the process of Learning I e.g. a corrective 
change in the set of alternatives from which choice is made, or 
it is a change in how the sequence of experience is punctuated. 
Might be referred to as Deutero-leaming or learning to learn
Learning I New
operational
knowledge
We are now looking for changes in zero learning. An entity 
will demonstrate a different response to stimulus at time 2 than 
it has at time 1 e.g. in Pavlovian conditioning the dog salivates 
when it hears the buzzer at time 2 which it did not do at time 1.
Learning 0 
Unchanged response
Specificity of response, which -  right or wrong -  is not subject 
to correction. This is the case in which an entity shows 
minimal change in its response to a repeated item of sensory 
input.
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This framework of levels of learning (Bateson 2000), while not specific to 
organisations, has been influential in the organisational learning field (Argyris & 
Schon, 1978; Bartunek & Moch, 1994; French & Bazalgette, 1996; Roach & Bednar, 
1997; Tosey & Mathison, 2008; Visser, 2007).
The levels have a number of characteristics. Even though they are represented as a 
hierarchy Bateson’s levels are in fact recursive, the different levels of learning can 
occur in parallel (Bredo, 1989). This suggests that it is also not a progressive theory 
of learning, by which one improves from lower to higher levels. Higher levels are 
not necessarily superior to, nor more desirable than lower levels. Bateson’s emphasis 
on the notion of context in learning is significant, and implies that in order to 
understand organisational learning we need to develop sensitivity to such contexts.
Zero level learning is automatic, responses to stimuli could be said to be hard wired, 
“where causal links between ‘stimulus’ and ‘response’ are as the engineers say 
‘soldered’ in.” (Bateson, 2000a: 284). An example would be the two mice, in “Who 
Moved My Cheese” (Johnson, 1999), who keep searching for the cheese in the same 
place every day, even though it has been moved. Information is received fi’om an 
event in such a way that it remains valid when the event is repeated at a later point, 
i.e. I know it is 3.30pm when the school buzzer sounds. All the other levels involve 
some form of trial and error and as such behaviours are subject to correction until the 
right response is found.
Learning I occurs in a situation where a choice can be made between a particular set 
of alternatives, “the specification of how these corrections are made is determined by 
the particular context of learning.” (Keeney, 1983: 156) It describes changes in 
Learning zero and therefore offers the entity the possibility of different responses to 
events over time. It is at this point that context comes into play as this gives the 
entity input on the set of alternatives available in response. Bateson introduces the 
notion of context markers as information which provides important signals about the 
nature of differing context.
He uses a theatrical example to explain the value of context markers. If an audience 
is watching a live performance of Hamlet it must read a variety of context markers 
such as the programme, seating arrangements, public announcements and the stage 
which elucidate the context of the context that is that they are observing a play. On 
this basis they do not rush in to warn the actors or call the police as death threatens. 
The role of the King however, in allowing his conscience to be stirred by the play 
within the play ignores these markers of context of context. Within these levels there 
is a need to accept that context is repeatable as this becomes central to accepting 
‘learning’ as change.
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Learning II is concerned with learning about a particular context of learning, often 
referred to as learning to learn. In this instance you learn how to respond to a specific 
context. So learning at this level moves beyond behavioural choices to comparisons 
across learning opportunities, a feedback process makes this comparison possible. 
Efforts to avoid habitual behavioural response involve learning at this level.
Strategies to achieve this might include an eclectic approach, taking on a variety of 
frames, as if choosing from a wide repertoire of music. Or, combining different 
elements from different frames and creating a new integrated approach, a new 
symphony. Learning II has a self-validating nature and as such the content of such 
learning has the effect that it is “almost ineradicable.” (Bateson, 2000a: 301) this 
means that levels of Learning II which occur in childhood will have an influence into 
adulthood. Bateson gives the psychotherapeutic concept of transference as an 
example of Learning II.
Learning III Bateson (2000b:301) identifies as being very rare and notes that it is 
most likely to occur in “psychotherapy, religious conversion and in other sequences 
in which there is a profound reorganisation of character.” The different orders of 
learning and change in relation to context could be described in terms of the frame or 
frames in which people are operating, “people or systems of people may be classified 
as being caught in a frame, a set of frames or a system of sets of frames. The order of 
being stuck determines the required order of the solution.” (Keeney, 1983: 159)
The framework provided by Bateson’s Levels of Learning “implies that 
organisational learning would be created by a change in patterns of behaviour that 
emerge from changes in context (including changes in the interpretation or perceived 
significance of context).” (Tosey & Mathison, 2008: 14) This challenges the 
approach of other models which suggest that the changes in behaviour required for 
organisational learning can necessarily be brought about intentionally. It is possible 
that the learning of skills or building of knowledge in response to context can remain 
out of awareness at Level II and not be subject to change.
On this basis what is required is an approach which brings together both the 
conscious and unconscious in relation to learning, Bateson warns against exchanging 
“one partial view of the self for the other partial view. I suspect that what is needed 
is the synthesis of the two views and this is more difficult.” (Bateson, 2000a: 444)
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3.3 A Multi-modal Approach to Organisational Learning
3.3.1 How Many Strings on the Guitar?
“Learning is like playing a guitar. Most o f us have been trained by our 
schooling to play one string — our rational mind. However, we have at least 
five other strings, and if we learn to play them well and keep them properly 
tuned we can make limitless music in our learning... What are the other five 
strings in this analogy? They are the other capabilities we have as human 
beings, in addition to our rational, logical minds. They are our (1) emotional, 
(2) relational, (3) physical, (4) metaphoric or intuitive, and (5) spiritual 
capabilities. ” (Griffin, 1993:107)
Bateson’s levels go some way to providing an interpretative framework for 
considering the complex nature of organisational learning. The levels allow for 
unintentional as well as intentional learning and take account of the interrelationship 
between learning and context, “but the world of action, experience, organization, and 
learning cannot be completely mapped onto a model which excludes propositions 
about the relation between classes of different logical type.” (Bateson, 2000a: 307).
In his writing Bateson also suggests the existence of different modalities, he refers to 
his model as a ladder and that it is possible to stand at the side of such a ladder and 
reflect on the nature of the relationships analytically.
He takes this further by suggesting the importance of aesthetics in considering 
relationships between the levels. Bateson is not alone in considering the nature of 
learning in this way, others have also explored the possibility of different modalities. 
Bloom et al (1956) identified three domains of educational objectives:
• Cognitive
• Affective
• Psychomotor
Jung (1875-1961), while not necessarily addressing learning directly, outlined four 
ways to extract information from experience: sensation, thought, emotion and 
intuition. He proposed that there was a need to develop all four functions in balance. 
Jarvis (2006: 73), describes our “biography” as comprising “ bodily and emotive as 
well as cognitive dimensions,” and suggests we can talk of:
• Thinking as a way of learning
• Doing as a way of learning
• Feeling (experiencing emotion) as a way of learning (Jarvis, 2006: 18)
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Taking a similar approach Illeris (2004) also talks of three learning dimensions, “all 
learning includes three dimensions, namely, the cognitive dimension of knowledge 
and skills; the emotional dimensions of feelings and motivation; and the social 
dimension of communication and co-operation -  all of which are embedded in a 
socially situated context.” In their consideration of tacit knowledge Bennet and 
Bennet (2008) divide it into four aspects - the embodied, intuitive, affective and 
spiritual - on the basis that they each represent different sources of tacit knowledge.
It is Griffin’s (1993) view that there are at least six modalities which might be 
attended to. Her metaphor of the strings on a guitar serves as a reminder for those 
other domains or modalities, which might be missed if one’s view becomes too 
myopic. What of other capabilities that may come into play like the emotional, 
relational, physical, metaphoric, intuitive and spiritual? There seems to be a need in 
terms of learning as it relates to organisations and organising to open our vista.
Tosey (2006) has drawn on two other dimensions which are raised by Bateson in his 
writings, the first being his references to embodied, enacted change. His definitions 
of Teaming’ include change of behaviour as well as change of meaning. In this 
respect Bateson’s ideas seem strongly compatible with recent theoretical notions of 
‘embodied mind’ (Lakoff & Johnson, 1999; Varela et al., 1993) and contrasts with, 
an emphasis on cognition and critical reflection.
The second dimension relates specifically to aesthetics and art. This emphasis is both 
general in his writing, (Harries-Jones, 1995:14) and specific to understanding the 
relationships between the levels of learning;
“[Bateson ’s j central insight was that active engagement within the aesthetic 
process can enable us to see beyond the ‘purposive consciousness ’ which has 
led us to ecological peril Our conscious awareness is largely limited to the 
satisfaction of immediate desires by the most direct ways available. We have 
lost access to the wisdom accrued in evolution and even to the greater part of 
the fruits of our personal experience. We have absorbed the societal beliefs 
and constructs which foster our illusions o f supremacy, dominance, 
separation from the ‘natural’ world... We have come to believe that ‘mind’ is 
a ‘substance ’ divorced from the physical world and we perplex ourselves 
with the question of how it can interact even with our own physical bodies. ’’ 
(Charlton, 2003:225-226)
Tosey and Mathison (2008) suggest that Bateson’s focus on the aesthetic potentially 
contrasts with the metaphor of ‘man as action scientist’ that is espoused by Argyris 
(1985), which emphasises intentional, cognitive inquiry into contexts and their 
governing variables. Bateson saw aesthetic understanding as offering the ability to 
move beyond conscious awareness, in his writings the aesthetic and the sacred 
became closely linked as can be seen in Level III learning in particular.
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In considering embodied/enacted change and aesthetics Tosey (2006) offers a visual 
representation of Bateson’s levels (Figure 1) that reflects three modes of learning as 
well as levels.
Figure 1 Bateson’s Levels of Learning: A Framework for Transformative Learning? (Tosey, 
2006)
Analytic (reflection 'at 
the side of the ladder’)
Embodied Aesthetic
(apprehending relations 
between levels)
LIII
LII
LI
In expanding the framework he has explored the addition of interrelated modes of 
learning:
• Analytic: Reflective processing that is ‘at the side of the ladder’. It involves 
intentional inquiry, which can lead to changes on the ladder but does not 
necessarily. Analysis of changes of the ladder may be attempted through such 
inquiry
• Embodied: Is Bateson’s ladder. Changes here may remain unconscious and out 
of awareness. Embodied learning simultaneously involves multiple levels
• Aesthetic: Synthesises and bridges the gap between the levels. Again, ‘learning’ 
here may or may not lead to changes in other modes. In the aesthetic mode it is 
possible to unconsciously recognise the pattern of relationships between levels
Through my research I have looked to expand this framework further and as such I 
use it as a starting point to consider each of the above modes in turn.
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3.3.2 The Analytic Mode
The Levels of Learning are based on what Bateson (2000a: 307) refers to as “a 
simple, unbranching ladder.” Yet, he also acknowledges that in describing the 
model he has taken himself to one side of the ladder and as such his essay, this 
literature review and other articles (Bredo, 1989; Roach & Bednar, 1997; Tosey, 
2006) become examples of how in fact the ladder has different vantage points or 
branches. In undertaking this research I have on occasion also caused the participants 
to attempt to step off the ladder and look back at themselves and their learning.
This tends to suggest that there is scope for a degree of conscious reflection on the 
levels of learning and the relationships between them. However, that is not to say 
that in reflecting on Learning II an entity is at the same time achieving Learning III. 
Critics of intrapersonal reflection and learning from experience (Jorgensen & 
Sjoberg, 2000) are clear to say that it can neglect the individual within the social, 
ignores politics and does not necessarily lead to reflexivity. On this basis personal 
reflection may not lead to the change that is required to move between the levels.
It is important, however, to include the analytic as part of the model because 
although I have offered the view that it has tended to be the main focus in the 
existing literature that is not to say it does not play a role in organisational learning, 
to neglect it would be as much a weakness as to see it as the sole focus. However, 
this literature review is concerned with placing it alongside the other modalities that 
I would argue play a role in organisational learning.
Our reflections to the side of the ladder should enable us to understand the 
relationships between the rungs of the ladder and while it is described in a linear 
form from Learning zero to Learning III it was Bateson’s view that the model should 
be regarded as multi-directional. What is not clear and Bateson (2000a: 308) himself 
recognises it as a gap, is “whether direct explanatory relations exist between 
separated levels e.g. between level III and level I or between level zero and level II” 
in the same way as they do between adjacent levels.
Learning III also provides a warning about the primacy of the cognitive in that its 
impact can be so profound that “these matters are totally beyond the reach of 
language.” The danger here is that it is once again the “projection of a hierarchical, 
goal orientated mind-set to see LIII as some kind of ‘Holy Grail’ of learning; it is not 
guaranteed to be either benign or transcendent.”(Tosey, 2006)
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This also links to purposive consciousness, by which I mean that which we give 
attention to i.e. “I am guided in my perception by purposes” (Bateson, 2000a: 438), 
inherent in much of the organisational learning literature but which is a small part of 
the total system.
Much of our consciousness is driven by purpose but this is effectively “a short-cut 
device to enable you to get quickly at what you want; not to act with maximum 
wisdom in order to live, but to follow the shortest logical or causal path to get what 
you next want, which may be dinner; it may be a Beethoven sonata; it may be sex. 
Above all, it may be money or power.” (Bateson, 2000a: 439-440)
In considering the role of the analytic the nature of mind also comes under question, 
and the tendency to associate mind purely within the individual human brain is 
regarded by some theorists as misguided (Bateson, 1979; Charlton, 2008; Nunn,
2005), “the entity that we understand to have this mind, we see as our self, as a body 
sized being. Bateson denies that the mind is limited in this way.” (Charlton, 2008: 
33) This takes us to a view where the mind is a much wider concept and is inherent 
in systemic processes.
Weick and Roberts (1993: 357) have endeavoured to research the notion of a 
‘collective mind’ in relation to the need for high levels of operational reliability on 
the flight decks of aircraft carriers, “even though carriers represent a ‘million 
accidents waiting to happen’ almost none of them do.” They suggest this is the case 
because some form of collective mind is enacted where “collective mind is 
conceptualised as a pattern of heedful interrelations of actions in a social 
system.”(Weick & Roberts, 1993: 357)
3.3.3 Embodied, Enacted Change
The extended concept of mind and the limits of conscious purpose suggest that there 
are other aspects of our collective being that come into play as part of our learning. 
We have however, not been good at identifying what these other aspects might be. 
Bateson describes it in terms of the artist where s/he might have conscious purpose 
to sell an artwork or begin its creation “but in the making he [she] must necessarily 
relax that arrogance in favour of a creative experience in which his [her] conscious 
mind plays only a small part.” (Bateson, 2000a: 444) Others argue our embodiment 
is central to meaning making, “it is our organic flesh and blood, our structural bones, 
the ancient rhythms of our internal organs, and the pulsing flow of our emotions that 
give us whatever meaning we can find and that shape our very thinking.” (Johnson, 
2008: 3)
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It used to be the case that the senses were primary. A person knew something by 
“being deeply and intimately connected to it, a knowing that was somatic and 
emotional.” (Clark, 2001: 84) Following the Scientific Revolution, reason displaced 
somatic connections. However, as Polanyi (1969) and Lakoff and Johnson (1999) 
have argued, knowledge begins in the body; to make sense of the world we rely on 
our tacit knowledge of impacts made by the world on our body, and vice versa, “we 
hold with Merleau-Ponty that Western scientific culture requires that we see our 
bodies both as physical structures and as lived, experiential structures...” (Varela et 
al., 1993: xv)
Most people probably do not give it a second thought, “we buy into the notion of 
thinking as a pure, conceptual, body-transcending activity, even if we realize that no 
thinking occurs without a brain.’’(Johnson, 2008: 2) Johnson suggests that the mind 
body separation seems obvious at first because our lived experience reinforces it. 
This is partly based on the ‘firom-to’ character of perception (Polanyi, 1969), that is 
our experiences and perceptions are directed to or at what is experienced and away 
from our body.
“Our body is the only assembly of things known almost exclusively by relying 
on our own awareness o f them for attending to something else...Every time 
we make sense of the world, we rely on our tacit knowledge o f impacts made 
by the world on our body and the complex responses o f our body to these 
impacts. ” (Polanyi, 1969:147-148)
This is not to say that this limits such experiences to individuals in isolation, our 
capacity for meaning making is enacted, our capacities for understanding may be 
rooted in our biological embodiment but they are lived and experienced within 
cultural and social domains (Varela et al., 1993).
It is through our collective physical experience we make sense of our worlds, 
“meaning includes patterns of embodied experience and pre-conceptual structures of 
our sensibility.. .These embodied patterns do not remain private or peculiar to the 
person who experiences them. Our community helps us interpret and codify many of 
our felt patterns.” (Johnson, 1987: 150)
3.3.4 The Aesthetic
“Going back to symmetry, somebody said ‘yes one claw is bigger than the 
other, but both claws are made of the same parts. ’
Ah! What a beautiful and noble statement that is, how the speaker politely 
flung into the trash can the idea that size could be ofprimary or profound 
importance and went after the pattern which connects.
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He discarded an asymmetry in size in favour of a deeper symmetry in formal 
relations. ” (Bateson, 1979)
This passage is taken from a discussion Bateson led with a group of art students in 
which the importance of pattern and aesthetics is examined, by aesthetic he refers to 
being responsive to “the pattern which connects” (Bateson, 1979) This emphasis is 
both in Bateson’s wider writing, (Harries-Jones, 1995:14) and specific to 
understanding the relationships between the levels of learning; “I have suggested 
elsewhere... that art is commonly concerned with... bridging the gap between the 
more or less unconscious premises acquired by Learning II and the more episodic 
content of consciousness and immediate action.” (Bateson 2000:308)
In considering how one addresses context in relation to the levels Tosey and 
Mathison (2008) suggest that it may be best thought of aesthetically rather than 
analytically, for example as story. This is expanded upon by Nunn (2005) in his 
work in the field of consciousness studies whereby he proposes the metaphor of 
“man as story,” this perspective suggests that as human beings we are nodes in a 
complex network of stories which are connected in space and time.
At the risk of further complicating an already complex tapestry others have also 
considered the importance of organisational aesthetics; this has been a growing field 
in relation to organisations since the 1980s. Although it has evolved separately to 
Bateson’s work and takes an approach that is distinct there are some crossovers in 
terms of the importance of understanding and recognising pattern and context.
The key area of difference appears to be that Bateson equates aesthetics closely with 
art which others (Strati, 1999) have been clear to separate. He does however link it to 
the systemic importance of beauty, the nature of what is sacred and grace which is 
more aligned to some organisational aesthetic approaches.
Aesthetics links to learning in that it “derives from the knowledge-creating faculties 
of all the human senses,” (Strati, 2000: 13) we come to know a particular 
organisation through our embodied, sensory contact with it. We breathe its air, take 
in its odours, see its beauty, enjoy its humour or stories, are saddened by its tragedies 
and struck by its ugliness (Strati & Guillet de Montoux, 2002). It is also an approach 
that is pertinent to the particular concerns and language of arts organisations. That is 
not to confuse aesthetics with art; their etymology suggests a clear differentiation 
between the two.
The roots of ‘art’ is in the ancient Greek ‘techne’, suggesting the transformation of 
raw materials with ability and intelligence, whereas aesthetics is concerned with 
knowing on the basis of sensible perceptions. The Chambers Dictionary defines 
‘aesthetic’ as relating to perception by the senses and the Greek verb ‘aisthanomai’ 
denotes the stimulation of abilities related to feeling (Strati, 2000).
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The aesthetic approach shifts the focus in organisational studies towards, “dynamics 
more closely bound up with forms of tacit knowledge.”(Strati, 2000: 13) It involves 
the full range of the senses and recognises the value of the visual, gestural, intuitive 
and evocative. Aesthetics is an approach that requires fieldwork and for the 
researcher to engage fully with all their senses when in the field. Like a focus on 
embodiment it also starts to explode the myth of rationality in organisations and 
approaches which “propound an objective and universal interpretative key to 
organisational life.” (Strati, 2000: 14)
Aesthetics has links to emotional experience in that, seeing, hearing, touching, 
tasting and smelling are actions which provoke emotions in both organisational 
actors and researchers. I can vividly recall entering the Green Room of one particular 
theatre. It was a smoking room (at that time), crowded with staff and actors. Its 
smoke-filled atmosphere was cloying and made my eyes sting. My stomach churned 
with growing nausea, I felt disgust and did not want to stay. I did not have time to 
‘think’ about the social meaning or the symbolism of the room, such was my 
physical response to the space.
The aesthetic approach to organisation allows for the awareness of sensory 
phenomena, which “embody in not yet rationalised, still sensory form, the culture 
and symbols of everyday life in an organisation and thus yield rich and unusual 
qualitative data.” (Strati, 2000: 30)
3.3.5 And What of Emotion ?
‘Ogni nostra cognisioneprincipia da'sentimentV (all our knowledge
originates from our feelings/ Leonardo Da Vinci
Defining emotions, like other aspects of this research, is a complex proposition 
determined by methodological and cultural influences. Some researchers see 
emotions as predominantly part of the biological and physiological field (Damasio, 
2000; Panskepp, 1992) while others see them as a principally psychological 
phenomenon (Lazarus, 1991). There have been attempts to identify core or basic 
emotions (Frijda, 1986; Izard, 1977; Panskepp, 1992; Parrott, 2001) but many of 
these focus on the biological basis of emotions and do not locate them in a wider 
environmental and social context.
However, through his studies on stress, emotion and coping Lazarus (1991, 1999) 
developed the notion of emotional narratives and proposed a series of vignettes 
which are effectively the storylines for specific emotions. These narratives are based 
on a core group of 15 emotions (Table 6), which are subdivided into two types and 
five different forms.
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Table 6 A Framework for Narrative Emotions (adapted from Lazarus, 1999)
Type Form Emotions
The Nasty Emotions Anger, sulking, hostility, envy and jealousy
1 % Existential Emotions Anxiety-fright, guilt, shameII Emotions provoked by unfavourable life conditions Relief, hope, sadness-depression
Empathie Emotions Gratitude, compassion
i l
Emotions provoked by 
favourable life conditions
Joy, pride, love
Drawing on a background of systems theory, affective events and relational 
meaning, gestalt and psychodynamics he has developed a narrative approach 
whereby he argues that each emotion has a storyline or plot (Table 7) that can aid 
understanding of how the emotion was brought about. This may give the capacity to 
understand a person’s link to their environment, and what aspects of that 
environment influence different responses, “for each of the emotions, a plot unfolds, 
each distinct, revealing the way we have characterised a situation.”(Lazarus & 
Lazarus, 1994: 6)
This approach to emotion underlines a close relationship between personal meaning, 
experience and the context that has evoked a particular emotion. That is not to say 
such emotional responses are frozen in time, “unless we want to use only a snapshot 
of a single moment rather than a continuing picture, the narrative does not end with 
the emotional reaction of one or both participants. Emotional encounters proceed 
continuously over time, as in a drama or film...” (Lazarus, 1999: 206)
Table 7 Core Relational Themes for each Emotion
Emotion Core Relational Theme
Anger A demeaning offence against me and mine
Anxiety Facing uncertain, existential threat
Fright An immediate, concrete, and overwhelming physical danger
Guilt Having transgressed a moral imperative
Shame Failing to live up to an ego ideal
Sadness Having experienced an irrevocable loss
Envy Wanting what someone else has
Jealousy Resenting a third party for loss or threat to another’s affection or 
favour
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Emotion Core Relational Theme
Disgust Taking in or being too close to an indigestible object or idea 
(metaphorically speaking)
Happiness Making reasonable progress toward the realisation of a goal
Pride Enhancement of one’s ego identity by taking credit for a valued 
object or achievement, either one’s own or that of someone or 
group with whom we identify.
Relief A distressing goal-incongruent condition that has changed for the 
better or gone away
Hope Fearing the worst but yearning for better
Love Desiring or participating in affection, usually but not necessarily 
reciprocated
Gratitude Appreciation for an altruistic gift that provides personal benefit
Compassion Being moved by another’s suffering and wanting to help
Aesthetic
experiences
Emotions aroused by these experiences can be any of the above; 
there is no specific plot
While Lazarus may have been concerned with narratives in relation to the individual 
I would argue that this could be opened up to make sense of emotions in 
organisations. However, where other studies have looked at organisation-wide 
emotion they seem to concentrate solely on the negatively toned emotions and talk of 
emotional ‘toxicity’ (Frost, 2003; Maitlis & Ozcelik, 2004) or of defences against 
anxiety (Jaques, 1955; Menzies Lyth, 1988).
There is now a suggestion that what is needed is a new focus on emotions in 
organisations seeing them as useful data, rather than something to be “put on the 
couch.” (Armstrong, 2004) This is particularly reflected in an object relations 
approach, “ .. .every emotional exchange and every patterning of emotional 
experience within organisations (conscious or unconscious) ...carries some reference 
to an organisational object.” (Armstrong, 2004: 103)
Armstrong (2005: 93) proposes more of a focus on the meanings associated with 
emotions, “what they have to say about the organisation as a system in context”, 
which seems to support Lazarus’s narrative approach to emotions. On this basis it 
becomes important to understand the boundary conditions which define a particular 
organisation and involves a move fi*om emotions as disturbances to emotions as 
useful intelligence giving the potential to provide information on what is going on 
within the organisation. This prompts a need not to discover dysfunctional behaviour 
but to recognise what may be the ‘psychic reality’ of the organisation.
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Jaques (1955) originally saw organisations as collusive efforts by individuals to 
defend themselves against psychotic anxiety, therein creating a fundamental cause of 
many of the problems that then occur within organisations. However, over the years 
he revised his position, moving to one that recognised the organisation per se and its 
interrelated systems, he defined organisation as an interconnected system of roles 
with explicit or implicit mutual accountabilities and authorities (Jaques, 1995: 343).
Armstrong (2005) argues that this focus should go further, beyond roles and 
structures, using emotions to provide a richer resource to aid understanding of 
organisational realities. In taking this approach instead of thinking of emotional life 
in organisations, we should turn to the emotional life of organisations. By taking a 
holistic view and looking across the dimensions it may be possible to shed light on 
the nature of the work and its psychic demands, as well as conscious and 
unconscious strategies for containment, “as the relatedness of the organisation to its 
context becomes more problematic and less predictable, the emotional experience 
within will both be shaped by and in turn signal questions of identity.” (Armstrong, 
2005: 107)
In these terms the context of the organisation and its form of activity can be held in 
tension, to be surfaced when the context challenges the enterprise, “correspondingly, 
they experience, consciously or unconsciously, the dilemmas of balancing the claims 
of survival and growth against the cost to identity, to embodied practice.” 
(Armstrong, 2005: 109)
The links between organisational decision making, cognition and emotion have been 
explored in studies from neuropsychology to social anthropology. Damasio (2000) 
studied patients with damage to a specific area of the prefrontal cortex.
He found that patients had unimpaired language skills, could undertake cognitive 
tasks, had normal co-ordination, memory and intelligence, yet their emotions were 
impacted. They found it difficult to feel happy or sad. He explored the link between 
their condition and decision making and found that while patients had impeccable 
logic they had difficulty concluding their deliberations. According to Damasio 
Descartes’ view was flawed, “long before there was thought, there was feelings, and 
we are all primarily feeling beings. I feel therefore I am.” (Damasio, 2000: 100)
Through exploring what happens when organisations have to address difficult 
decisions Ozcelik and Maitlis (2004) have proposed a move away from a focus on 
individuals “to the possible collective, systemic, and dynamic properties of 
emotions.” As a result of a two year ethnographic study they illustrated a decision 
process which generated widespread negatively toned emotion in an organisation. 
Their work was conducted with three professional symphony orchestras and the 
difficulties created when a player is believed to be performing unsatisfactorily.
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A situation in which emotions are heightened because of the close correlation 
between a musician’s professional identity and his/her self- identity.
Ozcelik and Maitlis (2004) propose that the emotions this evoked operated at an 
organisational level. They outline two mechanisms for the spread of ‘toxicity’: 
empathetic transmission and emotional contagion. Research suggests that emotions 
can be contagious either, unconsciously transmitted (Hatfield et al, 1994) or 
intentionally (Pugh, 2001). This is especially so for the negatively toned and 
existential emotions of anger, anxiety, and fear.
The processes found in the orchestral study illustrate how particular decision making 
processes created and ultimately exaggerated emotional responses, they were 
exacerbated by the very intention of trying to avoid emotional content (i.e. 
resistances and denial). The decisions discussed illustrate how emotions interact 
critically with rationality, rules and politics in organisational decision-making 
(Maitlis & Ozcelik, 2004).
This overview clearly involves an array of interrelated approaches and perspectives, 
and without wishing to suggest an integrationist approach, it is clear that while 
learning and culture have an impact on emotional expression, emotions are also 
biologically determined processes and have a long evolutionary history (Damasio, 
2000).
3.4 Discussion
Organisational learning is a field characterised by different approaches and varying 
assumptions, “ .. .there is little common agreement about what organisational learning 
represents and how future research may build cumulatively upon the many diverse 
ideas articulated.” (Shipton, 2006) The divergence of the field has allowed broad 
scope for the positioning of my research but at the same time it has offered a 
challenge in terms of how I might build productively on the field rather than adding 
further confusion.
It is in part the nature of the organisations that I have studied that have influenced 
some of the choices made around theoretical frameworks. Arts organisations, as has 
been mentioned in the introduction exist in a sector where the drivers are artistic and 
most of the measures of performance are qualitative. They are often untouched by 
management theory and seldom think in terms of production efficiencies or 
knowledge management, much of their work is intuitive and aesthetic. Competitive 
advantage is also an unfamiliar concept, much more familiar is the notion of 
collaboration and partnership working.
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The importance of context in terms of potential insolvency and the notion of 
underlying anxieties around change has led me to locate the work within an 
OD/psychology discipline. This is supported by a view of knowledge as being 
implicit, explicit and tacit; on this basis I would argue a framework is needed which 
could acknowledge both conscious and unconscious processes.
Issues of culture, social processes and collectivity means there are also references to 
sociology and cultural anthropology. It is therefore based within a mixed disciplinary 
frame. This research has also been positioned under the recently identified Third 
Way of organisational learning which combines learning as product and process and 
includes wider modalities to get closer to the multi-dimensional nature of learning. 
This means that my research concerns itself with some of the underlying issues that 
seem to arise from the existing literature and research.
Firstly, organisational learning is not always beneficial. This can be seen in the 
social impact an organisation has i.e. some organisations could be regarded as 
learning to act in ways which are regarded as immoral or socially unacceptable (as 
can be seen in the recent media and public responses to the banking crisis or MPs 
expenses). Others believe that learning is used as a mechanism for exercising control 
and power. It can also be used a means for maintaining the status quo and avoiding 
change. It is hard to argue that learning is a value-neutral activity; it can have a 
shadow side.
Secondly, as learning is not always at a conscious level it does not always produce 
intelligent or socially acceptable behaviour. That is organisations cannot always 
make the right connections between action and outcomes in terms of their past 
experienees.
Thirdly, learning is not a solely cognitive activity with knowledge being a product 
that can be neatly packaged and transferred. In moving towards a framework which 
includes different learning modalities it is still possible to recognise without 
necessarily privileging the role of the cognitive. It also allows me to widen the 
perspective and recognise the importance of the non-cognitive; the emotional, 
aesthetic and embodied domains thereby synthesising a range of developments.
On this basis it can be argued that learning is not something that can always be 
consciously sought through highly rational, planned approaches alone. Bateson 
strongly criticised the view that intentional action can always produce stated 
outcomes. This sits in contrast to the view that organisational actors can intentionally 
produce learning organisations.
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Finally, there is unlikely to be an optimal learning state to which any organisation 
that wishes to improve must aspire and as such learning is not necessarily based on 
hierarchical and/or progressive models. Context and appropriate ‘containment’ are 
key to the nature of learning in organisations.
It could be argued that in looking at Bateson’s levels of learning from the perspective 
of modalities the focus is once again on the individual. This is not necessarily the 
case as issues such as the embodied mind; Bateson’s wide ranging definition of 
mind; and emotional contagion all point to the collective rather than the individual. 
Aligning my research with the third way of organisational learning moves the focus 
onto a given event thereby allowing space for the individual, the collective, the 
enterprise and the wider social context.
The literature included in this review implies that learning is a part of organising and 
as such organisational learning is always taking place; the question is, ‘what is the 
nature of that learning?’ What is needed is an approach that can look at the process 
and product of such learning within a given context.
3.5 A Framework for Inquiry
The literature review provided sensitising concepts for the data collection as well as 
highlighting issues of ontology, epistemology, methodology and methods. In 
synthesising levels and modalities of learning and considering them in relation to 
events several issues were highlighted with regard to both the approach being taken 
to organisational learning and in developing a framework for inquiry.
This research takes the view that organisational learning is concerned with content, 
process and outcome, it involves both acquisition and participation in social 
practices. It is a process which may be intentional and overt but it can also occur out 
of awareness. As a result of locating it within the social, learning is also regarded as 
communieational in nature and closely linked to change. However, at the core of the 
approach taken is the importance of context in relation to learning, this is why it is 
aligned with the third way of organisational learning and takes the event as the unit 
of analysis. The implications of such an approach are that I needed to adopt a 
methodology that opened up the experiences of the participants and could address 
the interaction between thought, emotion and the senses.
This poses a challenge both in terms of paying attention to the aesthetic, embodied, 
emotional and analytic and then addressing how that is represented in the written 
word. The research is not solely concerned with what is thought but also what is felt 
and as a result what may not be said.
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These issues all suggested that what was needed was a methodology that allowed me 
to get close to the cultures of the organisations involved. That there was a need to 
pay attention to story, to metaphor, to observe behaviour, and to understand context. 
Metaphor emerged as a particular means of representation because of its holistic 
nature and that it has the capacity to link thought, emotion and embodiment.
As a researcher I also needed to engage all my senses and find a way to work with 
what cannot be said. Weick and Roberts (1993: 368) highlight the likely importance 
of story to my data collection, analysis and writing up the findings.
“Candid insiders who use memorable stories to describe failures as well as 
successes, their doubts as well as their certainties, and what works as well as 
what fails, help newcomers infer dispositions o f heed and carelessness. 
Insiders who narrate richly also often remind themselves o f forgotten details 
when they reconstruct a previous event. And these reminders increase the 
substance of mind because they increase the number of examples of heed in 
work. Narrative skills (Bruner, 1986; Weick and Browning, 1986; Orr, 1990) 
are important for collective mind because stories organise know-how, tacit 
knowledge, nuance, sequence, multiple causation, means-end relations, and 
consequences into a memorable plot. The ease with which a single story 
integrates diverse themes of heed in action foreshadows the capability of 
individuals to do the same. A coherent story of heed is mind writ small. And a 
repertoire of war stories, which grows larger through the memorable 
exercise of heed in novel settings, is mind writ large. ”
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4. Methodology
Representation
Audience
Interdisciplinarity
Ethics
Responsibility 
Power 
Politics 
The political
Objects and following objects
Archival research as ethnography
Containment of the field
Writing as method
Looking for multiplicities
Localities
Stories
Many become one 
Communicating complexity 
Interpellation 
Role of fiction
Representation
A udience
Interdisciplinarity
Ethics
R esponsibility  
Power 
Polities  
The political
Objects and fo llow in g objects
Archival research as ethnography
Containment o f  the field
W riting as m ethod
Looking for m ultiplicities
Localities
Stories
M any becom e one 
Com m unicating com plexity  
Interpellation  
R ole o f  fiction
Representation
A udience
Interdisciplinarity
Ethics
R esponsibility  
Power 
Politics 
The political
Objects and fo llow in g objects
Archival research as ethnography
Containment o f  the field
W riting as method
Looking for m ultiplicities
Localities
Stories
M any becom e one 
Com m unicating com plexity  
Interpellation  
R ole o f  fiction
The room echoes with our voices and people seem surprised some were to say later 
they were a little envious. The reservations of a few of our group members slide 
away. This list was our feedback to the plenary session at a new scholars conference 
after a day of discussion focussed on qualitative and mainly ethnographic research. 
The aptly named Exploding Method encouraged us to think and feel differently about 
our work. We spoke our feedback as a ‘round’ each of us reading the list, starting a 
fraction later than the speaker before. We were trying to encompass the complexity, 
confusion, joy and messiness we had encountered throughout the day and in our 
research to date. Howard Becker smiled in support, “no need to explain,” he said, we 
were delighted. This list now serves as an entry point to my research approach.
oOo
This methodology is presented as a layered account (Rambo, 2005), a re­
presentation of the different perspectives that came together to inform the way the 
research was shaped and conducted. It contains a variety of voices, including mine as 
a new scholar, to describe, explain and reflect on the process that unfolded and the 
choices that were made.
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It is not written in a particular order or chronology but aims to expose the 
‘messiness’ of both the worlds the research has explored and the interpretative 
process, “if much of the world is vague, diffuse or unspecific, slippery, emotional, 
ephemeral, elusive or instinct, changes like a kaleidoscope or doesn’t really have 
much of a pattern at all, then where does this leave social science?” (Law, 2004: 2)
This account is my attempt to respond to this question and to the challenge that in 
order to deal with the messes of reality we need “to think, to practise, to relate and to 
know in new ways,” (Law, 2004: 2) this may mean using methods that are unusual 
or unfamiliar.
While it may not appear as a traditional methodology this re-presentation is an 
attempt to stay close to the epistemology, ontology, theories and methods that 
comprise this study, trying to evoke the movement backwards and forwards between 
methodology and design as approaches are tested, revised and re-tested. It also 
endeavours to bring the reader closer to the experience of conducting the research 
and ensure you are interested enough to continue with your reading. This approach 
came at a second attempt, my first version was dull to write and as such I feared it 
would be dull to read. Somehow the order I had imposed upon it did little to convey 
the processes or experience of doing the research. In this revised attempt I have tried 
to find a story of methodology which is more evocative, more connecting and 
ultimately more interesting.
“No scientific proposition describing scientific activity can, in any relevant 
sense, be called ‘true’ if  it has not attracted ‘interest’. To interest someone 
does not necessarily mean to gratify someone’s desire for power, money or 
fame. Neither does it mean entering into pre-existing interests. To interest 
someone in something means, first and above all, to act in such a way that 
this thing —apparatus, argument, or hypothesis... - can concern the person, 
intervene in his or her life, and eventually transform it. ” (Stengers, 1997 in 
Law, 2004: 39-40)
oOo
“Inevitably, the culture within which we live shapes and limits our 
imaginations, and by permitting us to do and think and feel in certain ways 
makes it increasingly unlikely or impossible that we should do or think or feel 
in ways that are contradictory or tangential to it. ” (Mead, 1950)
oOo
My mouth is dry and I feel slightly nauseous, it is hard to hear the words of the 
current speaker, I am so focussed on my own pending presentation.
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It is a small room with a reasonable audience, sixteen or seventeen people, 
something I later learn is very much luck of the draw in terms of your time slot, area 
of interest and fellow presenters. This is my first attempt at presenting a paper at an 
academic conference. It is unlike any conferences I have attended before. As I 
practised my script the previous evening, trying not to rework it too much as I was 
fearful I would completely lose my way, I was increasingly struck by the task I had 
set myself. The work suddenly seemed so complex I was not sure I really had the 
words to explain to others what I was trying to do. A shimmer of recognition hit me, 
this is what some of my participants must have felt as I talked to them about the 
learning in their organisations. They had a sense of what happened but the words 
were not always enough.
oOo
This research takes the view that the social environment which organisations inhabit 
is not something which can be measured objectively rather that it is “inferred 
subjectively through sensation, reflection or intuition.” (Easterby-Smith, 2002: 28) In 
keeping with this acknowledgement of emotional, aesthetic, embodied and reflective 
experience the methodology and methods applied during my study have been based 
in an interpretative paradigm; it is not an attempt to create unbiased, objective or 
value-free knowledge. I refer to a paradigm as a “constellation of beliefs, values, 
techniques and so on shared by the members of a given community.”(Kuhn, 1996: 
175)
While this research is informed by our capacity to construct our experiences it is also 
concerned with what lies beneath the surface, that is a focus on “both what is known 
and consciously attended to and also what is unknown, unattended or unconscious.” 
(Huffington, 2004) This entails bringing emotions, experience and behaviour into 
view that might not otherwise be acknowledged. Although the dominant theoretical 
framework has been social constructionism I have also acknowledged a 
psychodynamic perspective. Social constructionism sees the personal and the social 
as intimately intertwined. Views of the self as being self-contained and autonomous 
with a consistent identity are regarded as misleading since the “person is social 
through and through.” (Stevens, 1996b: 229) By highlighting the importance of the 
social, constructionism is concerned with meanings and power, it also highlights the 
centrality of language. This sits alongside an interpretative tradition because it 
recognises that research is itself a construction and as such firm conclusions are 
unlikely.
The basic assumption of psychodynamics, by contrast, is that our behaviour and 
consciousness are largely determined by motives that stem from a dynamic 
unconscious. This means they may not always be in our awareness or even 
accessible to it and as such things are not always as they seem.
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Closely linked to this is the view that the role of the dynamic unconscious is to 
protect us from anxiety, by constructing defences which are established from an 
early age. This does not necessarily exclude any role for the social but it is more 
concerned with how this impacts on our inner worlds, “it follows that our ordinary 
accounts, to ourselves and others (including psychologists) of what we do, what we 
feel and what happens to us are at best limited and most of the time are likely to be 
inaccurate.” (Stevens, 1996b: 286)
Although many aspects of these two traditions may sit at odds with each other when 
they are viewed together they allow for consideration of the dynamic 
interrelationship between inner and outer worlds. The ‘rapprochement’ of these 
theoretical perspectives is not new, it has been considered by others 
(Antonacopoulou & Gabriel, 2001; Armstrong, 2005; Vince, 2002) and is 
exemplified in the notion that our emotional lives are in-acted and enacted 
(Armstrong, 2005), both inner and outer worlds are inter-dependent. Each 
perspective might have distinctive views of the self and the social but in combining 
the two I have endeavoured to use them to expose different aspects of a complex 
subject matter.
I have used two theoretical approaches because they offer different insights into 
learning, embodiment, emotions and aesthetics. In some instances they appear 
compatible while in others they offer quite different, almost oppositional insights. 
This has served to open out my view of the nature of organisational learning and to 
be mindful of oversimplifying the field; it also gives enough breadth to consider 
some of the underlying assumptions in the field raised through the literature review, 
“it is hard for any one theory to do justice to learning in its full complexity and 
diversity. Biological, psychological and social factors, all affect its meaning and 
diversity.” (Antonacopoulou & Gabriel, 2001: 439)
Constructionist views on learning, emotions and aesthetics suggest that these are 
social phenomena and as such are culturally mediated. From this perspective 
emotions are learned aspects of behaviour and are context or situation specific 
(Antonacopoulou & Gabriel, 2001: 437). Within this frame emotions and learning 
are discursive and enacted; they are dependent on an audience.
The psychodynamic approach, in contrast, stresses the emphasis on an inner world 
the roots of which, it is argued, are pre-cognitive, pre-linguistic and pre-social. 
Emotions are not therefore solely enacted but are inacted and as a result are not 
purely based on social rules. Emotions are also not just motivators for action they are 
‘in motion’ and as such are seldom felt or seen in a steady state, “frequently the act 
of capturing the emotion instantly leads to its transformation.” (Antonacopoulou & 
Gabriel, 2001: 438)
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Psychodynamic approaches to learning see anxiety as a key element and that 
anxieties can be invoked from previous experiences often long since forgotten, as 
such the suggestion is that much of the work required for learning involves 
overcoming resistances to learning.
Having summarised in such a way it is important to point out that I recognise this 
implies I think the approaches have clear boundaries about what is included and 
what is not, as with any field this is unlikely to be the case, both fields include a 
plurality of views. A social constructionist would not necessarily deny the possibility 
of autonomous action, although they might qualify it as situated freedom. Equally 
some psychodynamic theorists such as Winnicott (1896-1971) and Bion (1897-1979) 
would not deny the role of the social, the interaction between internal and external 
worlds.
oOo
“You cannot claim to have no epistemology. Those who so claim have 
nothing but a bad epistemology. Every description you make is based upon, 
and contains simplicity, a theory of how to describe” (Keeney, 1983:13)
Epistemology is, according to Bateson (1979: 98), “always and inevitably personal. 
The point of the probe is always in the heart of the explorer; what is my answer to 
the question of knowing?”
“ ...some kind of interpretive approach is essential because to understand a 
person in a social world requires getting to grips in some way with the web 
of meanings that constitute personal life and social worlds. ” (Stevens,
In taking this approach what is required is a view of knowledge that embraces 
interpretation, meaning and reflexivity, i.e. hermeneutic and transformational 
epistemologies (Stevens, 1996a). This does not mean that anything goes. 
Interpretative research should still be rigorous but the nature of the criteria against 
which the study has been written differs from other approaches. Such criteria might 
include the quality of observation or writing (Moeran, 2005), aesthetic quality 
(Patton, 2002), its capacity to move or engage the reader (Ellis, 2004; Richardson, 
1997), trustworthiness (Ely, 1991) and authenticity (Bochner & Ellis, 2002). This 
allows for the production of valid knowledge through an acknowledgement of 
multiple perspectives.
How the research was conducted needed to be appropriate to the context of the study 
and the aims I have tried to address, for “it is foolish to seek approximations from 
mathematicians and exactitudes from poets.” (McKeon, 2001)
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Knowledge is linked to the nature of the inquiry being undertaken and the issue I 
was attempting to address. The term itself, knowledge, is not straightforward for it 
has a tendency to be associated with notions of certainty, the ability to gather 
evidence that demonstrates the truth or falsity of certain facts or assertions.
As this research has not been concerned with a search for certainty it may be more 
appropriate to think of ‘knowing’ rather than knowledge where “knowing is a 
multiple state of affairs, not a singular one.” (Knowles, 2008: 5) This enables inquiry 
which yields possibilities rather than definitive facts; it is tentative rather than 
certain. This also recognises that it is not always possible to express knowledge or 
understanding through language, as became evident when I worked with the three 
organisations featured in this research.
It was a challenge for them to convey their experiences to me in words alone. I have 
therefore sought a methodology and methods with can re-present experiences which 
may be emotional, embodied or aesthetic as well as cognitive. I have tried to respond 
to the challenge of multiple ways of knowing through the use of description and 
evocation. Using different representation methods has opened up the ability to 
acknowledge different modalities and to try and reach that knowing which we cannot 
say. This is important for a study that has attempted to explore the intersection 
between organisational learning, emotions, embodiment and aesthetics.
oOo
Ethnography (Greek êdvoq ethnos = people and ypaipeiv graphein = writing) is a 
qualitative research approach devoted to learning from and describing people’s daily 
lives, it “bears a close resemblance to the routine ways in which people make sense 
of the world in everyday life.” (Hammersley, 1995: 2) It takes as its guiding 
assumption that “any human group of people interacting together for a period of time 
will evolve a culture” (Patton, 2002: 81), what Spradley (1979: 9) describes as a 
‘culture-studying culture.’
oOo
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Becoming an Ethnographer
You have to learn how to do fieldwork 
Fieldwork is a difficult subject
You have to learn how to write 
Writing ethnography is difficult to learn
You have to learn who you are as a fieldworker, writer, self 
Learning who you are is difficult
You have to learn how and where things are meaningfully connected 
Learning to understand meaningfiil connections is difficult
The goal of fieldwork is to recognise patterns 
The goal of writing ethnography is to express them^^
Pattern recognition, as Gregory Bateson put it, is the basis of all human 
communication -  it requires the application of disciplined imagination to personal 
experience.
oOo
“Tell a story and the theory is there already. It comes from within.
In line with the interpretative approach, ethnography is concerned with an inductive 
rather than a deductive process. The etymology of ethnography is ‘ethnos’ a Greek 
word for people or a cultural group. Ethnography is therefore concerned with 
studying people in their own environments through intensive field work and 
participant observation. What makes this approach distinct is “the matter of 
interpreting and applying the findings from a cultural perspective.” (Patton, 2002: 
84)
Interpretive ethnography as I have applied it has a number of other characteristics 
which distinguish it as an approach. It recognises the place of the ethnographer 
within the field she studies; I was not an objective, distanced observer.
Found poem based on Goodall, 2003: 7-8
Journal entry from a conversation at the Business o f Ethnography workshop, Copenhagen Business 
School November 2007.
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In doing so it also surfaces what the ethnographer brings to the field in terms of her 
age, class, race, gender ete, encouraging the ethnographer to make their work 
“personal, interactive and self-reflexive.” (Goodall, 2003)
oOo
Four Ways of Knowing
Experiential knowing
values our presence in the world
Our eneounter with other presenees in the world
Being attuned with and distinct from
Presentational knowing 
clothes our eneounter with the world 
In the metaphors 
of aesthetie creation
Propositional knowing 
The eleganee of the intellectual 
Knowing in conceptual terms 
expressed in statements and theories
Praetical knowing
Demonstrated in skills or competenee 
fulfils the three prior forms 
Fruition in purposeful deeds
The direet encounter 
Emerging from 
Knowing what 
Knowing how
Aetion consummates the
prior forms of knowing
Is also grounded in them
Giving congruenee and elaims to validity
oGo
Found poem based on an online paper -  www.human-inquii-v.com/partknow.htm adapted from 
Heron and Reason (1997)
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This research has a number of different characteristics that 
relate to its methodology and methods. It is based on the 
view that meaning is not static; it is continually created 
and recreated. This means that there was no single ‘truth’ 
to be found in the field.
The polar perspectives of objectivity and subjectivity are 
thereby replaced by ‘critical subjectivity’, meaning that 
“we do not suppress our primary subjective experience, 
that we accept our knowing is from a perspective; it also 
means that we are aware of that perspective, and of its 
bias, and we articulate it in our communications.”(Reason 
& Rowan, 1981)
M A T E R I A L  R E D A C T E D  A T  R E Q U E S T  O F  U N I V E R S I T Y
Figure 2 Key to Dreams, Rene 
Magritte, 1935
Reason (1994) argues that critical subjectivity involves a 
self-reflexive attention to the ground on which one is 
standing and thus it may be close to what Bateson (1972b) describes as Learning III 
(see table 5). This notion of critical subjectivity means that there will be many 
versions of "reality" to which people may hold. It also means that the method is open 
to all the ways in which human beings fool themselves and each other in their 
perceptions of the world.
The intention in this research was to try and create shared understandings of different 
life experiences, an approach which also located me as the researcher in the world/s I 
studied and recognised the way that the research process constructs what it 
researches.
oOo
I am conscious of the apparent ‘neatness’ of these views, their tendency towards 
statement rather than musing, and an apparent clarity as if these are straightforward 
and obvious choices. They do little to convey the struggles inherent in determining 
epistemology and ontology. The fact that moving down one route seems to eliminate 
other options, elements of which may be equally attractive and also make sense in 
relation to the data. Like wandering through a maze sometimes we meet dead ends 
and sometimes we find our way through.
These debates are complex and I am very aware that there is a danger that by stating 
a given position, I may appear polarised and inflexible and in not doing I would 
appear evasive. It may be possible to view a traditional dichotomy as having a 
common aim, “... the constructionist would agree with the empiricist that ‘science’ 
is the activity of gathering evidence systematically and explaining it so it can be 
understood by others....simply an activity which answers questions systematically 
and in public.” (Devalle, 1996: 125)
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This is a debate I spent considerable time refleeting on, sometimes feeling like I was 
moving in ever decreasing eireles, but it seemed important in terms of the research 
design, as “deeply held views about the nature of the ‘real’ and the possibilities for 
truth and knowledge often underpin ... ehoices of theory and method.” (Wetherell & 
Still, 1996: 114)
oOo
I don’t remember exaetly when the thought occurred; it may have been when a 
fellow PhD student said, “you don’t want to take a Relativist approaeh, New Realism 
is the way to go”, or when a construetionist theorist deelared an absolute 
ineompatibility with a psychodynamie view of organisations. Perhaps, it was at the 
eonferenee where academies bemoaned the lack of take up of research by 
practitioners or a later organisational development practitioner’s seminar where they 
announeed their frustration at the laek of relevant researeh whieh eould inform their 
practiee.
It seemed that much I approached in the development of my research appeared to 
consist of polar opposites, what made perfect sense in isolation became senseless 
when eombined with other elements. This alerted me to the often conflieted nature of 
beeoming a new scholar.
oOo
It is my experience of some one hundred arts organisations undergoing major change 
over the last ten years that it is not always possible for organisations to make elear 
eonneetions between aetions and outeomes in terms of their past experiences.
This required researeh methods that would uneover some of the underlying 
organisational patterns and enable the exploration of the experiences of the 
partieipants.
While any taxonomy of qualitative researeh methodologies is a eonstruetion and 
must be open to debate (primarily because of a danger of over-simplification) the 
Researeh Strategies Matrix (Gill & Johnson, 2002: 196) provides further explanation 
of the methodologieal choices made in this study (Table 8).
Action Research is based on real time interventions that run over a number of cycles 
of planning, action, observation and reflection. As this research was concerned with 
the experienees of what had happened in the past rather than testing interventions in 
the present, aetion researeh was not used. Survey methods could have given a wider 
perspeetive but would arguably have missed the depth of eaeh case, the thick 
description (Geertz, 1973) that is necessary for understanding culture, experienee 
and meaning in these particular organisations.
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It is on this basis that I turned to ethnography, which as an approach has a concern 
with the context in which the experiences take place and the description necessary to 
try and convey the lives of others.
Table 8 Research Strategies Matrix (adapted from Gill and Johnson, 2002)
Prescriptive I. II.
Deduetive Analytical surveys and Action Research
Obtrusive experimental research design (concerned with utilisation)
‘From the outside’ (concerned with precision)
Descriptive III. IV.
Inductive Descriptive survey research Ethnography
Unobtrusive design (concerned with the character of
‘From the inside’ (concerned with generality) context)
General & Extensive Particular & Intensive
The organisations that form the cases in this research all underwent significant 
periods and processes of change, understanding what was experienced inside these 
organisations became a core part of the study. Ethnography offered an approach that 
could take account of the collective experience, “the importance of understanding 
culture, especially in relation to change efforts of all kinds, is the cornerstone of 
‘applied ethnography’ as it has emerged in modem society.” (Patton, 2002)
oOo
It was with some relief that I read Alexander (1996) and Hey (2002). They give very 
personal accounts of their experiences and talk about the complexities of working 
with ethnography. There are times when reading Key’s accounts of girls in school 
that I am transported back to the schoolroom and the intense importance and pain of 
some of those formative relationships. In her research Alexander openly 
acknowledges her part as researcher and makes no attempt at ‘objectivity’ about her 
participants.
Instead, she makes it clear that “the work recognises and accepts that the accounts 
represented here are, to some extent, the result of a negotiated and unequal encounter 
between a number of constructed Subjects and myself.” (Alexander, 1996: 109) She 
goes on to say that the identities of the young, black men involved in her study will 
have since undergone further transformation.
71
Far from invalidating the research, this open aeknowledgement of the place of 
subjectivity gives it a strong sense of integrity and trustworthiness.
oOo
At the eore of an ethnographie approach is the writing and it is suggested that only 
through the act of writing does the ethnography come into being. It is concerned with 
“. ...deseriptions and aeeounts about the ways of life of the writer and those written 
about”(Denzin, 1997: xvi). This eneourages a careful and eonsidered approach to the 
writing and requires re-presentations that are evoeative, polyvocal and layered.
oOo
The Good Stories
Humility 
but not passive.
Where is the energy?
Meaning is sensed 
and felt
Foeus on 
the good stories.
Speak from within.
Opening up and 
elosing in.
oGo
Ethnography has a long history in organisational researeh, dating baek to the latter 
stages of the Hawthorne studies of the 1920s,(Sehwartzman, 1993) and seen more 
reeently in the work of Traweek (1988), Dodier & Camus (1998), Salzinger (2000), 
Watson (2001), Atkinson (2006) and Kunda (2006) to name a few. Ethnographie 
researeh allows the researeher to explore eomplex contemporary phenomena, by 
beeoming a partieipant in the organisation being researched. It is an open-ended and 
flexible approach which can be responsive to whatever is found in the field. In 
relation to my researeh this has meant that data eollection and analysis were 
overlapping and ongoing stages.
This diseussion of methodology, governed as it is by académie eonvention and word 
limits is not meant to eover over the fact that these choiees were inevitably more 
eomplex and ‘messier’ than the written word allows me to eonvey easily.
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It seems important to mention that the choiees were also based on pragmaties, style 
preferences and personal integrity.
I travelled a lot as a ehild and became accustomed to the value of observation, to the 
eurious boundary state of being neither insider nor outsider in cultures other than 
those of my eountry of birth. There was something quite familiar (albeit it that it 
sometimes provoked old insecurities) therefore about spending some time with these 
organisations watehing, questioning and cheeking my own assumptions of what 
organisational life looked, smelt, tasted, sounded and felt like.
It also seems disingenuous to elaim that I ehose ethnography solely through a 
proeess of informed deduetion because in many ways it feels more like it ehose me, 
something acknowledged by other researehers who speak of it as a 
‘ealling.’(Goodall, 2003) This may sound like a grand claim, and I’m sure 
researchers using other methodologies would argue something similar, but there was 
something about the approach that felt right for both the questions I was trying to 
address and what I know of myself.
The apparent simplieity of the question about organisational learning in 
organisations that had survived erisis very quickly became multifaeeted with a depth 
I had not imagined, a eontainer for many competing and eontested views. I needed 
an approach which could acknowledge diversity, paradox and complexity.
Something that eould embrace multiple perspectives and build a rieh pieture of 
experienee and eulture.
oGo
I have worked in the arts most of my life, and as was mentioned in the introduetion, I 
was working as an Gfficer of the Arts Council when the researeh began and as such I 
knew it was most likely I would be able to negotiate access to organisations I knew 
in this seetor, which is indeed what happened. I effeetively had a pool of 40 
organisations to draw from, whieh were those that I had worked with most closely. I 
seleeted a short list of approximately ten with the intention of working with two to 
three organisations as I felt that would be manageable in terms of the researeh 
approaeh, my time and resourees and should allow sufficient variation to undertake 
some eross ease eomparison. I approaehed representatives from the first three 
organisations on the list (the ones featured in this study) and partieipants from all 
three agreed to be involved.
As a group they demonstrated different artforms (theatre, visual/applied arts and 
moving image), they had different biographies, structures, programmes and funding 
sourees. They were based in different géographie loeations from a metropolitan eity 
to a semi-rural town. While they all had the Reeovery Programme in common they 
had different reasons for being admitted and ultimately different outcomes.
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Reading of the challenges that others faced in gaining access - finding the 
gatekeeper, false starts and carefully eontrolled aceess, I confess I ehose the easiest 
route in terms of approaehing people in organisations I already knew. I went where I 
knew I would have a good chance of being granted aeeess but also where I felt there 
would be interesting stories to tell. As it worked out I was able to researeh 
organisations that had a range of differenees in terms of seale of operation, artform, 
their reasons for entering the Reeovery Programme and their outeomes.
In terms of my personal integrity and ethies, it was also important for me to 
aeknowledge that I was already a participant in their ‘field’ and eould never 
undertake fieldwork as a completely naïve observer.
Unlike Traweek who was dispatehed by her supervisor (Gregory Bateson) to Japan 
to ensure she had an ‘unfamiliar’ experience I was working in my eountry of birth, in 
my native language, in a field I thought I knew about. Nonetheless, I felt my job 
eould still be about making the familiar unfamiliar, about taking a really deep look at 
the world I thought I knew and getting a better understanding of the experience of 
working in those organisations. This did of eourse mean I brought my assumptions 
about that world with me into the field and was something I tried to keep aware of as 
mueh as possible. As it transpired I had not worked in a frontline arts organisation 
from some 16 years and as such many of my previous experiences and assumptions 
were no longer relevant.
While I was fortunate in that gaining aeeess was a relatively straightforward process, 
none of the organisations I approaehed refused; it was not necessarily an approach 
without issues for me as the researcher. I was aeutely aware that for a large part of 
the data eollection I was still working full time for Arts Couneil England as Director 
of Organisational Development. It was in a similar role I had met the organisations 
some years before and had worked with them through the depths of their erises.
I was inevitably coneemed about the power issues that might arise, I was fearfiil that 
they might not be able to see me in a different role and as such the whole exereise 
would be coloured by how good or bad their experienees of the Arts Couneil had 
been. I was also mindful they might eredit me with an ability to deliver influence on 
their behalf within the wider system during a time when grants were up for review 
and there was a major reshuffle of funding priorities.
When I broached this with the organisations eoncemed their response mainly 
focussed on the fact that because they had known me in the past a sense of rapport 
was already established and as sueh they trusted me to work with them in an 
appropriate way. While they may have asked my adviee from time to time on matters 
relating to the wider arts system they were elear their relationship was with me as an 
individual not as another role I happened to oeeupy.
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Ethically, this raised another eoncem in that they were so trusting they paid little 
attention to the protocols around consent forms and reading their transcripts.
oOo
Leaving its Mark
Around the table, 
tired eyes look to 
me. The box falls 
open. Guts spill.
The seeret’s out.
oGo
Concerns about boundaries and already being a partieipant in the seetor led me to 
expand on ethnography to inelude an autoethnographie approaeh. Whereas 
ethnography’s roots are in anthropology and the study of the ‘other’, I have not 
studied the ‘other’ so mueh as the “eulture of my own group, my own eommunity, 
my own organisation and the way of life of people like m e.. .’’(Patton, 2002: 85)
Autoethnography allowed me to reflect on and use my own experiences of the 
eultures I researched and as Bruner (1996: 86) reeognised “..my personal and my 
ethnographic persona have become so intertwined that it would be impossible to 
separate them even if I wanted to do so.” The linking of ethnography with personal 
story is an approaeh whieh seeks to eombine macro and micro levels of analysis and 
provides interpretative proeedures for relating the personal and the soeial 
(Chamberlyne, Bomat, & Wengraf, 2000: 2-3).
During the eight years I worked on the Arts Council’s Recovery Programme I had 
the pleasure, frustration and the pain of working as part of a team of five people who 
supported some 120 arts organisations through periods of signifieant change. Three 
of us worked direetly with the ‘clients’ and we experienced the roller coaster ride of 
passionate people and organisations trying to pull themselves back from the brink.
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At a conference Tami Spry^^ (1997, 2000, 2001) is said to have commented that we 
all have one autoethnographie/biographic story in us, it might be the death of a 
partner, single parenthood, having a disability or beeoming an academic. My time as 
a ‘turnaround’ consultant is my autoethnographic story and as such it has had a 
strong influence on the choice of my researeh question and the subsequent research.
I cannot and should not ignore the fact that I was a part of a system which made 
ehoices about who would survive and who would not, based on which organisations 
would or could satisfy explicit and tacit criteria for financial support and who could 
implement their change proposals. It was a highly political and often seemingly 
irrational process entangled with many personal stories of success and failure.
oOo
"... ‘and what is the use o f a book\ thought Alice, ‘without pictures or
conversation?’. ” (Carroll, 1865:11)
oOo
Alice does not appear here by accident or through some bizarre flight of fancy, nor is 
she intended to be a source of light relief. During the researeh process she has 
increasingly become a motif or metaphor for my experiences as a new scholar and an 
integral part of my autoethnographie experienee. Such has been the strength of her 
voice that on occasion she eould be identified as a sub-personality^^ -  the explorer, 
naive adventurer, nosey parker, fiouter of rules who finds herself in extraordinary 
places with extraordinary people. Having met her anew as an element of me (I think 
I have met her before) the research process has in part been about synthesising the 
positives she offers.
Although a fictional character she recognised and understood the importance of 
context, as Alice discovered when she remarked to the Cheshire Cat that she did not 
want to go among the mad people the response was “we are all mad here. I’m mad. 
You’re mad.”
Tami Spry is a lecturer in the Communication Studies Faculty, St.Cloud State University. She 
specialises in autobiographical and autoethnographic work, focusing on issues o f  gender violence, 
mental illness, race relationships, shamanic healing, and loss.
Sub-personalities are a core element o f psychosynthesis. Assagioli (1965), the founder o f  
Psychosynthesis, defined sub personalities as "the functions o f an individual in whom various 
psychological traits are not integrated...One should become clearly aware o f these sub personalities 
because this evokes a measure o f understanding o f the meaning o f Psychosynthesis, and how it is 
possible to synthesize these sub personalities into a larger organic whole without repressing any o f the 
useful traits" (p 75).
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For those that might argue there is no place for fiction in academic study it is worth 
bearing in mind that Lewis Carroll was also a mathematician and his work has been 
referenced in fields as diverse as economies (Hopkins & Kornienko, 2004) and 
computational biology (Searls, 2001).
oOo
“We cannot express experience directly, even to ourselves. Once the 
immediacy of the moment has passed we need to re-member it for ourselves, 
and to re-present it in some form if we wish to communicate with others. ” 
(Reason, 1993:12)
The writing is the means by whieh the central relationship between participants, 
researcher and reader is formed. It is the primary mechanism for conveying the 
experiences of the participants and the cultures in which they live and work. To this 
end much of my focus has been on establishing an appropriately evocative approach 
that invites the reader in, that tries to make eonneetions and wrestles with the ability 
of the written word to eonvey meaning to others. I was also searching for approaches 
that formed a stimulating match with the challenges of understanding organisational 
learning.
It felt like I needed something that allowed the reader multiple entry points, if the 
formal narrative alone did not make the connection perhaps the images or poems or 
collages would. It also seemed appropriate that as I was working in a sector where 
creativity is a key element of the work that I should find re-presentations whieh were 
sympathetic to the organisations concerned. It meant I could use a language with 
them which was familiar or easily adapted; it was not a researcher imposed language.
oOo
In the 1980s, I began my arts career as a curator and manager in the independent or 
issue based photography sector, a niche and frankly pretty small comer of the visual 
arts world. Our coneem was with the evolving role of photography (remember this 
was pre-digital) and in particular issues of identity and representation. Sitting in on 
some of the current academic discussions around the visual in organisations it feels 
strangely familiar, a sense of coming full circle and returning to some of the names 
of the past -  John Berger, Jo Spence, Alfredo Jaar, Mitra Tabrizian, David Hevey, 
Anna Fox, Martin Parr and Paul Graham to name a few.
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%‘To be real battleships they have to have at least one 40,000 square feet floor -  
big enough for six tennis courts.’
Make me an Office -  Martin Pawley (Anna Fox, Workstations, 1988)
This practice is not new in the research field either but it seems rare that some of the 
pioneers are acknowledged. Visual anthropology dates back to the 1880s, in fact 
anthropologists used visual records almost from the point the technology was 
available.
One of the most prominent examples is that of the Bateson and Mead photo essays 
featured in ‘A Balinese Character’. They clearly also wrestled with the challenge of 
how best to represent the culture and behaviours they were studying, traditional 
methods were seen as too limited, words were laden with culturally limited 
connotations:
“ ...from 1928 to 1936 we were separately engaged in efforts to translate 
aspects of culture never successfully recorded by the scientist, although often 
caught by the artists, into some form of communication sujficiently clear and 
sufficiently unequivocal to satisfy the requirements of a scientific enquiry. ” 
(Bateson & Mead, 1942: xi)
oGo
While our organisations may be arenas of purposeful action they are also places of 
aesthetic judgement and sensory perception. Such judgements and perceptions can 
have significant effects on our actions and well-being.
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The responses of the research participants were not idle remarks made in passing, 
their telling impressed on me that these were judgements that were deeply felt.
As the researcher this left me with the task of eonveying this multimodal and 
complex interaction between thought, emotions and “sensible knowledge.” (Strati, 
2000)
oOo
It does however “seem to be the case that spoken dialogue doesn't do well on paper” 
(Ireland & Barry, 2001). Having eonsidered various approaches I also turned to 
poetry as part of the analysis and writing, a form which endeavours to capture some 
of the essence of the original verbal exchange, “ .. .developing a poetic voice prepares 
scholars to discover and communicate findings in multidimensional, penetrating and 
more accessible ways” (Cahnman, 2003: 371). The poems featured in this research 
were crafted from verbatim transcripts or found in the data and literature. They were 
a central part of the analysis process. In constructing each poem, I have listened to 
the interviews repeatedly, transcribed and re-transcribed, and reorganised phrases 
based on the natural flow of speech to form stanzas.
It is not the written text that elicits response, “it is the spoken text that was listened to 
at the time, and then listened to again during transcription” (Strati, 1999: 118).
The intention being that “the poem refleets (as much as is possible on page) the 
natural rhythm of the person telling the story, giving the reader a more sensory 
experience of the person talking” (Ireland & Barry, 2001) .
oOo
“In qualitative inquiry, the problem of design poses a paradox. The term 
design suggests a very specific blueprint, but design in the naturalistic 
sense...means planning for certain broad contingencies without, however, 
indicating exactly what will be done in relation to each. ” (Lincoln & Guba,
I endeavoured to create an approach which was in line with my methodological 
choices and the sensitizing concepts that emerged from the literature review.
This ineluded data collection from a wide range of sources using a variety of 
methods thereby aceessing multiple perspectives. In keeping with the methodology 
this was not about pure triangulation which brings you to a single ‘true’ state of 
affairs which is determined by the point at which data intersect, “for.. .qualitative 
researchers the protoeols of triangulation have come to be the seareh for additional 
interpretations more than the confirmation of a single meaning.” (Flick, 1992: 114- 
115)
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I have been in search of an approach that is closer to that whieh could be described 
as crystallisation. This takes a step beyond the more familiar triangulation to an 
approach which allows a multifaceted view; it combines “symmetry and substance 
with an infinite variety of shapes, substances, transmutations, multi-dimensionalities 
and angles of approach. Crystals grow, change, alter, but are not amorphous.. .what 
we see depends upon our angle of repose. Not triangulation, crystallisation.” 
(Richardson, 1997: 92)
To undertake crystallisation the methods used ineluded participant observation, 
interviews, document review, visual recording and image making. In terms of 
participant-observation (which included the spectrum fi’om fiill participant to 
observer) I spent time (a maximum of a week at a time but usually single days) in 
Constructa and TheatreCo over a two year period from 2006 -  2008, this averaged to 
a day per month in eaeh organisation. I had also been a participant in the Recovery 
process of eaeh organisation as an officer of the Arts Council so my knowledge of 
these organisations dated back to 2000.
I conducted a number of semi structured and unstructured interviews with 
participants from each organisation (Table 9). As these were not the only aspect of 
data collection they were not neeessarily intended to be representative samples.
In the case of Constructa I was given permission to contact all staff directly by the 
senior managers and then interviewed anyone who was willing to participate.
This amounted to all the team at that time. At TheatreCo I initially interviewed the 
senior managers and they adopted a snowball approach, suggesting who else I might 
want to talk to and being careful to ensure it was a good cross section of the 
organisation, this amounted to 50% of the core staff team.
Table 9 Breakdown of Interview Participants by gender and role
TheatreCo
Total Male Female
Senior Management 3 2 1
Admin 1 0 1
Marketing 2 1 1
Front of House 2 1 1
Technieal 5 2 3
Actors 2 1 1
Board Member 2 1 1
Education 2 1 1
Total 19 9 10
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Screenworks
Total Male Female
Interim CX 1 1 0
Ex Senior
Management 1 1 0
Consultant 2 0 2
Insolvency
Practitioner 1 1 0
Total 5 3 2
Constructa
Total Male Female
Senior Management 2 1 1
Admin 2 2 0
Front of House 2 1 1
Artist 2 0 2
Education 2 0 2
Board member 1 0 1
Total 11 4 7
As Screenworks was no longer operating I had to find those people I could who were 
involved up until the liquidation. While I did have some suecess in tracing people, 
inevitably there were a number who did not wish to be involved.
In terms of archival and documentary review I had aceess to my own notes and 
journals going back to 2000, the Arts Council’s archives and documents held by the 
two surviving organisations. These ranged from formal staffing charts, grant 
applications and business plans to handwritten notes and informal messages.
In addition I created a number of researcher generated images, had access to the 
images and artefacts of the organisations themselves and encouraged the participants 
to generate their own related images. Sadly, I had limited success in gaining 
participant generated images. This was partly as a result of their time pressures and 
also I discovered a eultural issue. Particularly, those people working in the visual arts 
field found it quite diffieult to generate snaps of their working lives and a cyele 
developed which meant they needed to take the right images, but that took time to 
think about and they did not have the time. As far as I know there are still a couple of 
disposable eameras languishing in in-trays.
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This approach generated a large amount of data in different forms, it represented 
different perspectives and has enabled the analysis to consider the aesthetic and 
emotional dimensions. It also allowed me to consider the contexts in which the 
organisations operated and make comparisons between formally stated policy and 
what was happening in practice.
oOo
Analysis is a hinny business, it is not entirely clear when it starts, sometimes it is not 
even clear who is doing it, is it me, the participants, my external readers or 
colleagues I talk to about my progress? Everyone has a view on organisational 
learning it seems. At one workshop I attended ethnographic research was described 
as a concertina effect (Figure 3), a process of expanding and collapsing.
I entered the field endeavouring to forget all that I had read, I did use a sensitising 
framework (Blumer, 1954) based on Bateson and Armstrong, which informed the 
tentative methods I took with me but I tried to remain as open to what I found as 
possible. The process of looking, however, requires a focus as there is a need to 
organise the complex data experienced and collected.
This provided a starting point in thinking about “the class of data of which the social 
researcher has no definite idea and provides an initial guide to her research.” (van 
den Hoonard, 1997) These concepts formed a loose organising framework that 
helped to identify some central themes.
Figure 3 Research as a process of expanding and collapsing
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Theory
Fieldwork
Writing
Theory
Wnting
The intention being that there was a feedback process, a dialogue, between the 
sensitized concepts and what emerges in the field. As Denzin (1978: 278) states, “the 
observer moves from sensitizing concepts to the immediate world of soeial 
experience and permits that world to shape and modify his [her] conceptual 
framework. In this way he moves continually between the realm of more general 
soeial theory and the worlds of native people.”
In the field I colleeted observations, textual data and undertook interviews. This 
process also continued after leaving the field; web searehes; arehive searches; e- 
mails and so on, a long process of data collection that ran for over two years. That 
said even up to the point of writing I was still colleeting more snippets.
This resulted in a raft of electronie files, seven double lever arch files of paper, 
eollections of photos, and over 400 pages of transeription (Appendix 2 shows a 
detailed breakdown of the types of data collected. Appendix 3 shows a transcript 
extract) and interview notes. Three years into the process I also had two filing 
cabinet drawers full of academic papers. Here it was, the moment that many warn of 
with qualitative researeh, what appears to be a mountain of data and a hollow sense 
of loss. That moment of “what do I do now?”
I was not so coneemed about the physical act of writing, one of my early contracts 
with myself and my supervisor was that I would keep writing fi*om the first day (by 
the end I had a colleetion of 12 diseussion papers and 8 eonferenee papers on file). It 
was my inability to see the shape of the bridge that would take me from the data 
mountain to the word on the page.
For a while I took refuge in the experiences and guidance of others, a string of books 
and papers on analysis were added to the heap. Instinctively I knew I just had to get 
on with it and so transcripts were organised and categorised according to case study.
Other papers were similarly organised and collated in a growing database. Fieldnote 
diaries and journals were collected and organised chronologically. It may have done 
little to begin the analysis but it felt more organised and approaehable. Carefully, I 
read and re-read, intuitively highlighting, annotating and scribbling, a process of 
what I learnt later is known as “pawing” the data like a dog scratching away to see 
what is revealed. My first focus therefore was In Vivo coding allowing things to 
emerge from the data rather than going in on the hunt for pre-determined codes.
Online paper http://www.analvtictech.com/mb870/Readings/rvan- 
bemard techniques to identify themes in.htm
8 3
In this way I got to feel and know the data, to perform the “interoeular percussion 
test” (Ryan & Bernard Russell, 2003) that is I worked with the data until patterns hit 
me between my eyes.
oOo
Resonating
Tell me about a day, 
a time, a process.
A project, anything 
What do you mean?
Tell me more.
Give me an example?
Vivid phrases 
What resonates?
oOo
In some cases I searched for metaphors or an image, to get a view of the overriding 
impression of the interview or the ease. Word clouds (Figure 4 shows a word cloud 
for the methodology section) were also created for each transcript to see if they 
added anything to the emerging patterns and themes. A word cloud is created by 
word eount software and the results are presented visually, the higher the frequency 
of a given word the larger it appears within the constellation of other words.
The methodology word cloud (which is based on showing the top 100 words in terms 
of frequency), for example, shows that ‘research’ and ‘organisations’ are the two 
most commonly used words. If this was all one saw of the thesis it might still be 
possible to understand this was a piece of qualitative research from the contrast in 
size between experience/experiences and knowledge.
oOo
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Figure 4 A Word Cloud from the Methodology Chapter
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oOo
Vignettes (Appendix 4 shows an example) were also created for each transcript and 
for each case. Vignettes have traditionally been used as a training tool for 
professionals in terms of exploring their responses to given situations or scenarios. 
They have also been used as a general research tool and as an assessment tool, but in 
each case they are generally composite constructions rather than taken directly from 
a single source. I have used them in a similar vein to Miller et al (1997: 204) as a 
way “of summarising and revealing interesting points concerning a research 
population.” The vignettes were roughly 200 -  300 words in length and attempted to 
draw out patterns of behaviour and themes.
I did not restrict myself to a particular form of writing and the vignettes included a 
number of styles but were mainly deseriptive, thematic and speculative (Miller et al., 
1997). Overall, some 40 vignettes were completed.
“ ...the process of creating vignettes is itself a learning exercise which 
requires the vignettist to assimilate a large amount of material and sift out 
the essential ingredients. This helps to sharpen our minds and generate a 
greater awareness of our internal models of the world. ” (Miller et al, 1997: 
223)
oOo
My analysis went through a series of cycles (Table 10) to allow me to submerse 
myself in the data and while these are represented separately they were overlapping 
and iterative.
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In terms of developing the coding in cycle two I used a series of questions which 
were developed during the “Business of Ethnography” workshop at Copenhagen 
Business School (2007), these included:
What is this an example of?
What is going on here?
Is this a self-report?
Is it about emotions and/or experiences?
What do people need to know here to do their job?
How are skills, attitudes or information transmitted and acquired? 
What does it remind me of?
Table 10 Analysis Process
Cycle Process
One Pawing the data to see what resonated or stood out. Manual 
highlighting and memoing. Looked to the field (Hammersley, 1995; 
Hey, 2002; Kunda, 2006; Miles & Huberman, 1994; Moeran, 2005; 
Silverman, 2001; Spradley, 1979)for different approaches to analysis.
Two Detailed attention to transcripts and other documents. Use of 
questioning and development of vignettes. Prepared a timeline for each 
organisation. Found poems and building In Vivo coding. Manual 
process and some use of CAQDAS -  QDA Miner, Hyperstory. 
Emergent codes were: change; learning; emotions; relationships; 
aesthetics; embodied practice; cognition; event/s
Three More of an ethnographic focus and use of sensitising frameworks. 
Metaphor analysis. Development of vignettes and poems in relation to 
ethnographic framework. Pattern coding (Saldana, 2009). Mainly a 
manual process -  highlighting and memoing.
Four Selection of vignettes, episodes, poems and quotes. Framework 
developed for writing up interpretations and analysis. Referred back to 
literature review. Manual process of selection then word processing.
In cycle three I used a process of pattern coding based around an ethnographic 
framework which then informed the interpretations and writing up. This framework 
was based on a synthesis of Armstrong’s (2004) four boundary dimensions, and 
Keesings’(1958) and Wolcott’s (2008) ethnographic themes:
• Environment/ecology
• Identity
• Worldview
• Social organisation and control
8 6
• Political control
• Allocation and distribution of resources
• Material culture/technology
• Stability and change
• Aesthetics
In a process of increasing abstraction the coding list was refined into a series of 
categories, the categories were refined into some overarching themes or concepts and 
finally the synthesising began.
oOo
We find our seats in the small café, and order our drinks. Coffee for him and 
cranberry juice for me. We have to meet here because the offices are too small and 
busy for a quiet conversation between the two of us. I produce my digital voice 
recorder and ask if he is comfortable if our conversation is recorded, he confirms it is 
okay. We chat casually as I set up the mic on the table. I am thankful for the 
advances in technology that allow the recorder and mic to be so small, smaller than 
an iPod.
My experience from other interviews is that the devices will soon disappear from our 
awareness. We amiably catch up on recent events, common acquaintances and recent 
exhibitions, fiiendly and relaxed. The recorder goes on, it captures the arrival of our 
drinks, and we shift our positions slightly. A sign that we consider the ‘proper’ 
interview has begun. I start with a single question; I have forewarned him this is 
coming. ‘Can you tell me about your life since you started working at Constructa?’ 
Talk for as long as you like, until you run out of steam, tell me in any order you like.
I will not interrupt but I will make short notes so that when you have finished I can 
ask you more detailed questions. The conversation is confidential and any comments 
I use will be unattributed.
This is one of 35 interviews conducted during the research. For the most part people 
were happy to talk with the occasional prompt. Occasionally, it disturbed the 
participant; it sat outside of their previous experience of interviews where I was 
expected to come with a list of readymade questions. In one case the participant 
spoke for about five minutes unprompted (most spoke for at least 30 minutes 
unaided). I was slightly panicked but went back to the few notes I had made, I asked 
the first detailed question and suddenly her thoughts flowed, we ended up talking for 
at least an hour.
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Only in one case was the participant so resistant to my opening question that I 
abandoned the approach and used a more structured form of questioning. I could 
have held my nerve longer and let her sit with the silence but I felt a responsibility 
not to make her unduly uncomfortable, the need to rescue the situation (and 
participant) was also influenced by my own lack of experience and fear.
oOo
I had not necessarily intended to undertake interviews as part of the ethnographic 
process, but as I met with the organisations they seemed keen that they should have 
an understood mechanism for telling me about their organisation. They also felt that 
interviews might yield something useful for them. I guess in some ways I was 
pressured into it as it appeared to be a way for them to understand what I was doing.
I decided to include interviews but looked for a framework which was in keeping 
with an ethnographic approach that is it maintained the participant observation role.
I debated how I might go about the interviews for a while and researched a range of 
different semi-structured approaches. I was looking for something which would 
allow the participant scope to go where they wanted to and did not want to make 
assumptions about financial problems their organisation had dealt with. I eventually 
decided on the Biographic-Narrative Interpretive Method (BNIM) (Wengraf, 2004) 
which is a particular interview format that lends itself to both psycho-dynamic and 
socio-dynamic approaches. The BNIM interview is effectively divided into two sub 
sessions (Appendix 5). In the first session the interview is opened with a single 
question, “Can you tell me about your life since you started working at wherever?” 
aimed at allowing the participant to tell whatever stories are important to them, in 
any order they choose.
During this session the idea is to support the participant, to facilitate their telling but 
not to interrupt or intervene. This often means holding your nerve in the silences and 
being open to wherever they might go. As the researcher I was drawn to the 
approach because of this focus on privileging the participant yet it was slightly 
alarming at times because it was not always easy to know that what they were saying 
had any bearing on my research questions.
This leads into the second sub session where narrative pointed questions are then 
asked in the order of the told story to uncover deeper meanings and experiences, the 
intention being to elicit personal incident narratives (PINs). These ‘cue questions’ 
(Wengraf, 2004) tune them back into their story and hopefully, although in my 
experience not always, it deepens their recollection. The cue questions must follow 
the chronology of the telling, but they can be subdivided into further cue questions.
A question is always asked of the first and last things the participant says. In the case 
of six key participants I also went back later for a third sub session which picked up 
on any issues I was interested in following up which arose from my field notes from 
the previous interview, this took a more traditional semi structured interview 
approach.
I used BNIM because it favours the participant rather than the researcher and 
supports research into experiences and learning being embodied, analytic and 
aesthetic, in that it does not overly narrow down what they can talk about. I chose 
this open approach because I wanted to see how the crisis was understood by the 
participants, rather than presuming that it still had currency for the organisations by 
asking researcher directed questions. I also wanted a process which worked with the 
emotions of the participants, using them as a mechanism for their remembering and 
re-telling.
oOo
Exploring the aesthetics of the case studies took three forms. Firstly, it was a core 
element of my observation work. Secondly, I asked participants about the aesthetic 
judgements they made regarding their organisations. I also asked them to take 
photographs using disposable cameras. I suggested they use disposable cameras as I 
thought this would encourage them to take a more informal, less ‘artistic’ approach. I 
hoped they would regard the cameras as ‘everyday’ objects that they might already 
be familiar with. The approach was based on the view that words are not enough to 
fiilly convey the experience of organising. As Langer (1957) suggests there is a need 
for an alternative language, “one which, tries to capture the ‘gestalt’ of aesthetic 
experience, the simultaneity of sensory, visceral and cognitive experience.”
oOo
The young man sitting next to me is awash with energy and enthusiasm. He 
describes his journey through the organisation from casual work to Marketing 
Officer. The theatre is well known for spotting talent and helping staff get more 
experience.
We are in a crowded, messy office, which seems to be home to between four 
and six people it is hard to tell accurately because of the makeshift towers of boxes 
and piles of papers.
OK, so now I’m going to ask you what might seem a flaky question.
“What do you find beautiful about MTC?” He looks a little surprised, but it is 
fleeting, he hides his incredulity well. That is quite a flaky question... he goes on to 
talk with ease about his sensory relationship to the work and the organisations, his 
love of what he does and seeing others enjoy the product of all their efforts.
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oOo
I survey the dining room table, which is smothered with papers and books, with 
dismay.
“What are you doing?” my partner, Ian, wanders by.
“I am reading my transcripts,” it seems like the least complicated answer.
“Oh,” he barely feigns interest as he heads for the lounge.
“Oh indeed! Just what am I doing?” I think to myself.
It was not the transcripts and the other documents themselves that bothered me so 
much as the complexities and contradictions I knew they contained. The voices of 
my participants chattered in my head, I could hear the team at the gallery talk about 
how much they valued personal autonomy at the same time as craving stronger team 
working and top down direction. The theatre expends significant resources on 
developing its company of actors, yet for many years there was no training budget 
for the much larger administrative team. I hear story after story about complex 
relationships and dilemmas.
How can I analyse and write coherently about this multifaceted world? There are 
many choices to be made, such is the interpretive nature of the endeavour, I then 
read some feedback a colleague gave Caroline Ellis (2004: 266) about a student’s 
work, “ ... ‘there’s not enough chaos,’ she says. ‘The storyline is much too smooth. 
This is not how these experiences are lived’.”
Including the chaos is not easy, the act of writing is smoothing by its nature. I 
endeavoured to find a form which could re-present the stories and allow the reader to 
understand.
oOo
Fieldwork, I have come to discover, is a messy and paradoxical business,
“throughout my fieldwork I never quite managed to avoid this sense of being ‘lost’.” 
(Hey, 2002:196) As a beginner researcher I find it reassuring to know that others 
have been plagued by a sense of self-doubt and confusion; that entry into the field is 
not the neat, linear progression many texts suggest.
I do, however, recognise it is not something that is easily explained, as the Dodo says 
to Alice when she understandably asks what a Caucus-race is, “why,’ said the Dodo, 
‘the best way to explain it is to do it’.” (Carroll, 1865: 33)
Alice is seduced by the field and in the beginning she is determined to gain access, 
“she knelt down and looked along the passage into the loveliest garden she ever saw. 
How she longed to get out of that dark hall and wander about among those beds of 
bright flowers and those cool fountains.” (Carroll, 1865: 18)
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As I tumbled down the rabbit hole of literature review towards fieldwork I found I 
was both Alice and the White Rabbit.
On the one hand I had time to survey the context, to take books and papers from the 
shelves and refine my thinking, “she had plenty of time as she went down to look 
about her, and wonder what was going to happen next.”(Carroll, 1865: 12-13) On the 
other hand I was concerned with timings, protocols, procedures and ethics.
Unlike Alice I knew where I was going to land, I had already negotiated entry to the 
organisations concerned. Like Alice, I didn’t really know what I would find when I 
got there. I was ready (or so I thought). Anticipation was growing. Over 12 months 
of reading, thinking and processing had come to an end and it was agreed I could, for 
a while, put down the books and papers. I had my hand on the doorknob and was 
about to open the door to the beautiful garden, when a voice said:
“What are you proposing to do?” he looked at me inquiringly.
I was flummoxed, apparently participant observation involved more than 
participating and observing, you were expected to have a plan. I had hit another point 
of tension, how do I remain open to what I find in the organisations at the same time 
as having a framework to guide my observations?
My Supervisor was of course right, “in the field of observation, fortune favours only 
the prepared of mind” (Dunleavy, 2003: 37) and looking back I am somewhat 
bemused about my naivety. I could not do what Alice did, it was apparently not an 
option to just wander in and see what happened (although however well planned you 
are you cannot anticipate all that will happen in the field). It is an issue I still wrestle 
with. You need a framework for observation yet observation should be open to what 
emerges. I felt the need to have a grasp of the literature and practices before I entered 
the field yet was aware that, “this is tricky because such a grasp must not act as a 
blindfold, once the study has begun, to shut out particular leads, alternative 
explanations, and differing conceptual structures.” (Ely, 1991: 30)
oOo
“Every path we take leads to fantasies about the path not taken. ” (Patton, 
2002." 23:^
So it was, in every situation I encountered I carried concerns about whether I was 
collecting the right data, in the right way at the right time. Indeed, was I in the right 
place to be collecting it!
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I was reminded of how lonely it can be as a researcher, your purpose for being in the 
organisation is distinctly different to everyone else and while people are friendly and 
welcoming you are an outsider. I entered the field open to the sort of methods I 
might use, I had some possibilities prepared but I did not have a commitment to 
specific instruments and was very conscious this would be dependent on how the 
organisation operated and what felt appropriate at the time.
oOo
Alice enters a world which on one level is familiar, populated by the dogs, cats and 
rabbits she would have recognised before her fall down the rabbit hole. Nonetheless, 
these familiar creatures behave in very unfamiliar and unpredictable ways. 
Characters don’t always mean what they say, nor do they say what they mean. 
Aliee’s place in this new social world is not necessarily understandable to her.
“Have some wine,” the March Hare said in an encouraging
M ATERIAL REDACTED AT REQ U EST O F  UNIVERSITY t O n C .
Alice looked all round the table, but there was 
nothing on it but tea. “I don’t see any wine,” she remarked. 
“There isn’t any,” said the March Hare.
“Then it wasn’t very civil of you to offer it,” said 
Alice angrily
“It wasn’t very civil of you to sit down without being invited,” said the 
March Hare.” (Carroll, 1865: 80)
oOo
I spent some time finding contextual data on the Internet before my arrival at both 
organisations. I also collected a wide variety of additional documents while I was 
there, including staff handbooks, planning documents, organograms, press releases, 
programmes and financial statements.
oOo
A sense of darkness -  Kate’s analysis of what Gideon said being that the 
ethnographic relationship is one with betrayal built in. We likened it to an affair or 
a one night stand, a sense of not caring who gets hurt.
Some debate about this being a gendered approach -  is it only the ‘feminine’ that 
feels a need (or obligation) for reciprocity. Follow this with Sneaky Kid (2005) and 
there is a sense of despair. Does it have to be so bleak and so complicated? Need to 
decide your own path and go with what is right for you.
Field Notes Nov07
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This may seem like a grim passage and my apologies to Gideon Kunda^^(1995,
2006; 1999), if we misinterpreted what was said or meant during the session, but as 
we walked back through Frederiksberg Park and discussed the day’s events these are 
the thoughts that came to me and a fellow PhD student. For me it really highlighted 
the centrality and complexity of ethics in research.
There is something about placing the experiences and lives of others (and ourselves 
as researchers) in the spotlight, on public view, that necessitates a mindfulness and 
sensitivity even if this is fraught with difficulty for “to have one’s motives and acts 
evaluated and described by someone can seem offensive. One can be made to suffer 
from a loss of self-respect, and research can harm us by making our motives public.” 
(Research Council of Norway, 2002: 4)
I have abided by the ethical code of my university and used the Association of Social 
Anthropologists of the UK and Commonwealth ‘Ethical Guidelines for Good 
Research Practice’. These have given a thorough and responsible framework in 
which to act, nonetheless they imply an orderliness that skims the surface of the 
complex relationships involved, “the problem is that most of the ethical issues faced 
by the researcher are small-scale, incremental and ambiguous.” (Easterby-Smith, 
2002: 77)
These codes are also products of the contexts and ideologies in which they are 
created. They are subject to the political and social environments which produced 
them in the first place. In my research it was the notion of informed consent that 
probably caused the deepest reflection. I used formal consent forms (Appendix 6) 
and information sheets but for the most part the participants were not interested in 
talking about the research, they wanted to talk about their organisations.
In one case the participant was actually offended that I might be so formal as for her 
it ran counter to the personal trust she had given, for her their agreement to take part 
should have been enough.
oOo
“Metaphor is a tool so ordinary that we use it unconsciously and 
automatically, with so little effort that we hardly notice it...Far from being 
merely a matter of words, metaphor is a matter of thought — all kinds of 
thought: thought about emotion, about society, about human character, 
about language, and about the nature o f life and death. It is indispensable 
not only to our imagination but also to our reason. ” (Lakoff & Turner, 1989)
Gideon Kunda is Chair, Department o f Labor Studies, Tel Aviv University. His doctoral studies 
were supervised by John Van Maanen at MIT and he specialises in organisational ethnography
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Alongside paying attention to stories and the development of vignettes, the 
exploration of metaphors has been a core element in the analysis phase of my 
research (Appendix 7 shows an extract). I have explored metaphor because it 
appeared to offer an approach which could link the cognitive with the emotional, 
embodied and aesthetic dimensions of organisational life. The transcripts and 
documents for each organisation were examined and analysed in terms of their 
primary metaphors.
These were broken down in relation to the metaphor in use, subjective judgement, 
the sensory motor domain involved, the primary experience it relates to, the 
metaphoric schema and the source domain, for example
Metaphor: Everyone seems to be pointed in the right direction 
Subjective judgement: achieving a purpose 
Sensory motor domain: reaching a destination 
Primary experience: reaching destinations through everyday life and 
achieving a purpose
Metaphoric schema: Purposes are destinations 
Source Domain: Travel
Representative primary metaphors were initially taken from Lakoff and Johnson 
(1999: 50-54) as the analysis evolved I then added others as they emerged from the 
data. The results were then compared within and across the cases.
oOo
The very act of theory building becomes paradoxical “because organisational 
theories attempt to capture a multifaceted reality with a finite, internally consistent 
statement, they are essentially incomplete.” (Scott Poole & Van de Yen, 1989: 562) 
A good theory is, by definition, a limited and fairly precise picture. I fear I am in 
danger of becoming trapped in a downward spiral. Ellis (2004: 195) supports 
Moeran (2005) in suggesting a move from theory to stories, “if we think of theory as 
social.. .then the concerns become less those of representation and more those of 
communication.” The concern is more for evoking dialogue and response, moving 
fi*om a focus on respondents to readers, “narrative analysis assumes that a good story 
itself is theoretical.. .When people tell their stories, they employ analytic techniques 
to interpret their worlds. Stories are themselves analytic.” (Ellis, 2004: 196) My 
confusion escalates; I understand why Ely (1991) subtitled her book on qualitative 
researeh, ‘Circles within Circles’!
oOo
Taken from a TheatreCo transcript
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An issue for any researcher spending “time doing fieldwork of one kind or another is 
how best to present and analyse the myriad of informative bits and confusing pieces 
that they gather as data.” (Moeran, 2005)
oOo
“...issues of quality and credibility intersect with audience and intended 
inquiry purposes. ” (Patton: 542)
Rather than look to the vexed question of validity I have developed this research 
with three overarching criteria in mind (Table 11): rigor, creativity and the 
acknowledgement of subjectivity.
Table 11 Proposed Criteria for Ensuring Quality Research: (adapted from Patton, 2002, 
pp.544-545)
Criteria Detailed Criteria Characteristics
Rigour Trustworthiness Feels ‘true’ or ‘authentic’ or ‘real’ 
Is worthy of trust or confidence
Polyvocal Capturing multiple perspectives
Acknowledges the researcher’s voice and the voices
of participants
Praxis Practice based approach
Access to organisations is gained on basis of
ultimate usefulness of the experience
Creativity Aesthetic quality Recognises my background and experience 
Acknowledges particular context or arts 
organisations 
Appropriateness
Interpretative
vitality
Experimentation with techniques
Member checking
Using a range of representations
Subjectivity
acknowledged
Connects with and 
moves the audience
Focus on writing as part of ethnographic approach 
Engaging, moving, stimulating 
Recognises feelings and emotions 
Accessible
Refiexivity Awareness of own perspective 
Appreciation of the perspectives of others 
Flows from self and is embedded in experience 
Recognition of role of researcher
Voice is distinctive 
and expressive
Recognises experience
Scope of different expressions
Use of artistie expression and narrative techniques
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In building in rigour I have tried to ensure that the representations and interpretations 
are trustworthy, that is they are a reliable and honest view. This is underpinned by 
polyvocality and the attempt at crystallisation of the data. Multiple voices are 
represented in order to bring different perspectives to the research. As far as possible 
the organisations are represented through the voices of different organisational 
members and that they are drawn from different functions and levels. This is an 
attempt to go beyond the voice of the researcher and senior management.
The third element to underpin rigour is praxis and ensuring the research takes a 
practice based approach, ultimately the intention is to produce research which is 
useful in term of the sector, its organisations and policy makers. For the two 
surviving organisations involved the recounting of their experiences had several 
reported impacts:
• Time out to reflect
• The opportunity to explore their own learning and build it into their business 
plans
• Consideration of aesthetics in relation to their education programmes
While creativity may not be a criteria ordinarily assoeiated with a Management 
School thesis it features here for a number of reasons. Firstly, it acknowledges both 
my background as the researcher and the context within which the research is set. 
These are organisations for which creativity is a core part of what they do, as the 
data suggests their spaces, structures, processes, finances and operations all focus 
around their creative output. Secondly, it links to the argument being created for an 
aesthetic understanding of learning. The need to recognise and understand patterns 
and explore the multi-sensory world we inhabit.
In building on this approach it has been my intention to use a range of 
representations and to experiment with different techniques as a result. This has 
included the use of visual material, found poetry, poetry and different narrative 
forms. This is an attempt at interpretive vitality, drawing the reader in to a potentially 
unfamiliar world and creating interest.
The final eriteria goes to the core of qualitative research and ethnography in terms of 
acknowledging the subjectivity inherent in the methodology, data collection and 
interpretations. Rather than seeing this as a negative the intent is to openly explore it 
and to use the subjectivity of the researcher and the participants to connect with the 
reader. This is integral to the notion of an ethnography coming into being in the 
writing up. It is also linked into the framework for learning and the importance of 
emotions. It is an attempt to make the world of the participants accessible to others.
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It is important in this to explore my own refiexivity as the researcher, I have tried to 
be as aware as possible of what I bring to the research and the data. To reflect on my 
past and current experience and how it has intersected with the research as it has 
formed. This has ranged from understanding my background in the visual arts and 
old connections with photography to my experiences as an officer of the Arts 
Council working with organisations in crisis.
I also acknowledge that while other voices are featured the inclusion of their voices 
and the selection of what they are saying is predominantly mine. It is, as is 
mentioned earlier in this chapter, written in awareness of ethnography being a 
relationship with betrayal built in. Describing and discussing the findings with 
participants is a very different experience to seeing your words recorded in black and 
white.
Finally, the combination of the above has endeavoured to create a voice which is 
distinctive and expressive. I have utilised different evocative techniques to build an 
engaging piece of research that responds to the multi-modal nature of working and 
learning in an arts organisation.
oOo
Over the last two and half years I have been testing out these criteria and opening out 
the work to a wider audience to gain different opinions and feedback. I have now 
presented ten papers (including 3 PhD workshop papers, see references for details) 
based on this research to five different academic conferences^^. Each has taken a 
slightly different angle, which has helped me reflect on the epistemology, 
methodology and methods being used. They have all served as important and 
supportive environments for ‘thinking out loud’ and gaining a wider perspective. 
However nerve wracking it has been on occasion this social thinking has been a core 
part of developing this study.
oOo
Letting go of certainty, neatness, and the search for constant clarity while embracing 
paradox has been a characteristic of this research. It has not been easy, challenging 
both my professional and research practices.
“... at last the Caterpillar took the hookah out of its mouth, and addressed 
her in a languid, sleepy voice. 'Who are you? ’ said the Caterpillar. This was 
not an encouraging opening for a conversation.
Papers were presented at the following conferences: University Forum for Human Resource 
Development (2006, 2007a, 2007b, 2008a; 2008), Exploding Method (2007c), Organisational 
Learning Knowledge and Capabilities (2008b), Dark Side o f Organisation (2008c), Art o f  
Management (2008d) and Narrative Matters (2010)
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Alice replied rather shyly, ‘I - 1 hardly know. Sir, just at present - at least I 
know who I was when I got up this morning, but I think I must have been 
changed several times since then’. ” (Carroll, 1865: 53-54)
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Figure 5 John Tenniel Illustration from Alice's 
Adventures in Wonderland, 1865
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5. One Event: Three Responses
This chapter is concerned with the findings which arise from the data collected as 
part of this research. The following narratives come fi-om the three participating arts 
organisations. As was mentioned in the literature review and methodology chapters 
the event has been considered as the unit of analysis. The uniting element of the three 
case studies is their application to the ‘Recovery Programme’ of Arts Council 
England. Each of them went through the process that led to the physical completion 
and submission of an application form which required them to publicly express the 
extent of their difficulties. This meant that, at the time of application to the Arts 
Council, all three organisations were in danger of imminent insolvency and facing an 
uncertain fiiture.
The initial short introductions that follow are presented in the form of a metaphor for 
each of the arts organisations, taken from the fieldwork and documentary data. They 
have been selected on the basis of their prominence in the data and my sense of a 
perceived synergy with the contexts of the three organisations. Whereas analogies 
are aspectual, metaphors are holistic and as such the selected metaphors do not carry 
a value judgement but are intended to surface important meanings, these metaphors 
illuminate the theories of organising held by participants in this study. These meta­
narratives are followed by a more in-depth review of findings for each of the three 
organisations; these are layered accounts and/or terse tellings (Boje, 1991) 
represented through more detailed vignettes. The findings conclude with accounts of 
one particular episode for each organisation, what might be regarded as an 
“epiphany” (Denzin, 1989a: 70).
5.1 Grounded Metaphors 
Screenworks -  Cinderella’s Coach
Screenworks was created out of the merger of two existing organisations; the 
dominant view of the members of those organisations was that it was a forced 
marriage engineered by the funding bodies. The dowry was the funding to help one 
of the organisations pay off its debts and a several million pound capital project. 
Under the new Screenworks identity the two organisations took up residence in a 
refurbished, multipurpose building which offered a screening studio, equipment, 
offices, a gallery, café and storage for a unique archive of artists’ film.
According to the research participants the process became too good to be true and 
the organisation never quite grew into its new clothes.
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It was described by one staff member as being like Cinderella’s coach; they were 
simply waiting for it all to disappear in a puff of smoke at midnight. This created a 
sense of resignation in some; no matter what they did it was all going to collapse at 
some point. “Why bother?” became the dominant philosophy and the culture was 
described as very individualistic as the staff looked after their own interests.
Constructa -  Artist Led
When I first met the team at Constructa there was a sense not so much of being on 
the edge of the precipice as there was with Screenworks but more of a threshold. The 
two founder Directors described their work in chronological terms from past to 
present, relating a series of rites of passage through which the organisation had 
passed. They gave a view of this being the natural rhythm of things as artists and if at 
the next threshold things did not go as expected there were always alternatives.
The ability to manage these thresholds was, they felt, closely linked to the fact that 
the organisation was artist led, with a part-time team, which meant that everyone had 
outside interests and experience. They were used to innovating and working 
creatively with limited resources. Certainly as artists they had all experienced an 
itinerant professional lifestyle moving from one space to another, one project to 
another, and one idea to another.
TheatreCo Theatre -  The Family
The story of TheatreCo is highly relational. Staff members talk proudly of being part 
of a team, part of TheatreCo, part of a professional family. Everyone interviewed 
described it as a place where staff supported each other, where the atmosphere is 
fiiendly and there is a sense of community. The Chief Executive and Head of 
Operations are seen as the ‘head’ of the family and act as strong role models for a 
predominantly young team. Staff members described the Chief Executive as 
inspirational, “you might not always know where she is going but her judgement is 
trusted.”
That is not to say this is an idealised view of family, staff members recognised the 
squabbles, the pressures to conform, the intensity of working and socialising so 
closely and difficulties in challenging established views.
Much of this sense of family appears to have resulted from a strategic drive to create 
‘one theatre’ rather than a series of siloed departments focussed on their own field.
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5.2 Screenworks: Death of an Organisation 
Introduction
“...by 2pm, the shutter was down and a locksmith 
had been called. Individuals might be invited back to 
wrap up their departments, but access to the 
building would be by invitation only.
There can be few darker days for an organisation than the eve of insolvency 
proceedings. The fight has been lost, the decline proved unstoppable. It feels like a 
death. While some may argue the organisation as an entity does not exist people 
behave as if it does, they "... do, in fact, mourn when a company dies. A premature 
death means unnecessary suffering in the environment of the deceased company.” 
(de Geus, 1997: 184)
Screenworks was one of four Recovery Programme organisations that went into 
insolvent liquidation. A digital arts and moving image based organisation it was 
concerned primarily with artists’ films. To those not directly connected with artists’ 
moving image what this means is not easy to explain and perhaps highlights one of 
the struggles that Screenworks had to wrestle with. One commentator^^ gives an 
insight into the form and its fragility:
“One of the most vital and richly textured art forms threatened with 
extinction centres around the history of avant-garde filmmaking. 
Experimental filmmakers work in relative isolation, creating their films with 
the hand of an artist, rather than as products for consumption by a mass 
audience. The style of the films frequently confronts the conventions of the 
linear narrative. These filmmakers recognize not only the ephemeral nature 
of the film stock, but also the perilous state of human life in the modern 
world. They begin with their direct experiences of everyday reality and often 
move through their films to a process of abstraction. Even though their films 
may be abstract, they respond deeply to the human condition, to the fragility 
of human life, to the precious nature of love, health, and the environment, as 
elegantly as John Ford or Jean Renoir might express similar themes in a 
more narrative fashion. ”
21 Taken from a staff member’s aecount o f the elosure
Taken from an artiele whieh cannot be cited in detail because it identifies the organisation 
eoneemed
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Created as a result of the merger of two longstanding arts organisations Screenworks 
survived barely three years in its new form. Even the business plan (1999) produced 
for the merged organisations highlighted the difficult starting point from which it 
emerged:
“Both the original organisations have a history of chronic (though relatively 
small scale) trading deficits. In spite of substantial 'transitional funding ’ 
from the funders the move to the Screenworks Centre and a combination of 
static revenue funding, dramatically increased costs and underperformance 
against income targets have combined to turn the chronic problem into an 
acute difficulty.
Screenworks was based in a major English city in an area, which was regarded as 
ripe for redevelopment. Regeneration strategies have in recent years widely 
embraced culture as a core element, primarily because it is seen as a mechanism for 
delivering social and economic impacts. The ‘Angel of the North’, the Baltic and 
Sage, Gateshead are often held up as the national symbols of such culture-led 
regional regeneration and re-growth.
The New Orthodoxy
The idea that culture 
can be employed 
as a driver for urban 
economic growth 
has become part of 
the new orthodoxy 
by which cities 
seek to enhance 
their competitive position.
As an anchor tenant in a developer led renovation Screenworks was supposed to be a 
shining example of the public/private partnerships that were being so widely 
promoted at the time. This, many regard with hindsight, was its undoing. The deal 
was heavily weighted in the developer’s favour, the negotiations done by an 
inexperienced and apparently naïve public body.
^ This business plan was prepared by an external consultant commissioned by the funders. 
Found poem from Miles and Paddison (Heron & Reason, 1997)
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“While the area now hosts blue-chip art galleries ... the initial ‘cultural’ 
elements that gave the area its charisma of community and experiment have 
mostly been killed off, priced out by rising rents, and supplanted by expensive 
apartments and culinary distractions -  restaurants and bars — that make 
good the zone’s newfashionability.
Janus -  Looking Forward or Backwards?
The fact that Screenworks was created from two separate entities was regarded at the 
time and is still seen by several of the research participants as central to how its story 
unfolded.
“Screenworks has been pulled in many directions since its creation in 1997, 
firstly by the tensions of the two organisations that founded it, secondly by 
the bipolar drives o f visual art and cinema and thirdly by the sudden arrival 
of a new on-line environment.
One of the two founding organisations grew out of the radical filmmaking tradition 
of the sixties and was steeped in the ethos of the co-operative. The other, aligned 
with ‘electronic arts’ rather than film, was created some ten years later. They were 
very different organisations in terms of their history, age, media and culture. During 
the late nineties one of the two organisations was on the verge of collapse and a 
public funder offered financial support on the condition that they merged.
Those interviewed and the documentation reviewed suggested that none of the 
funders were bathed in glory at this point; the direction of the process was taken out 
of the hands of those it most closely affected, “every key decision down the path was 
made for the two organisations not by them.” (Stakeholder)
A staff member wrote of the impact of taking such a path.
“Quite quickly the problems started, many of them have now become 
archetypal motifs offailed National Lottery projects... All this conspired to 
bring the organisations to the point o f collapse ... only to be saved by a 
rescue package secured on the basis that the organisations merge and cut 
overheads. This was done virtually overnight with staff struggling to know 
how to answer the phone at the start of the year. With little time for 
negotiating how the merging of two distinct organisations and cultures would 
be negotiated, the Screenworks Centre was bom. ”
Written by a cultural commentator as an observation on the geographic area Screenworks once 
inhabited
Screen work’s Recovery Programme Application form to the Arts Council
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All the people I have interviewed in connection with Screenworks refer back to this 
issue and how divided the organisation appeared. One of the consultants, in 
particular, spoke of this very clearly:
“There were lots o f little pockets o f creativity around the organisation but 
somehow they didn't ever circulate around a central song they just kind of 
did their own thing, you could still see the scars o f the merger. It reminded 
me very much o f when Coopers and Deloittes merged, people talked about 
are you C side or D side and it took a long time for that to disappear ...I 
remembered thinking that people talked about whether you came from the 
video andfilm side in the same way, I  can't remember what expressions they 
used but it was the same thing... it is so damaging but there was no one at the 
top o f the organisation, you know the Chief Executive they'd appointed had 
come from one part of the organisation, the predecessor and there was no- 
one who brought the two things together ...there was no unifying force there.. 
I remember looking through my development diary ... and I  remember noting 
down people introduced themselves as being T’m from this part of the 
predecessor or that predecessor organisation a lot of the time \ ”
On the surface there was an attempt to present a unifying purpose but this had not 
become a reality for the organisational culture, in fact just the opposite.
Multi-purpose
The Screenworks documentation states that the organisation existed to:
“Promote, develop and support the use and understanding of moving image 
media for cultural purposes. The mission will be achieved through an 
integrated approach to education, production, distribution and exhibition, 
which embraces artists and audiences so as to enhance the experience of 
both. ”
In endeavouring to deliver such a multifaceted purpose the organisation tried to offer 
a wide range of serviees, including; production and post-production facilities; 
education, training and outreach programmes; an exhibition programme (including 
screenings, exhibitions, festivals and events); the promotion and distribution of 
artist’s film and video; and development of an online space and content. As the staff 
team and their supporting consultants (funded through the Recovery Programme) 
examined each area in turn the fault lines deepened.
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In terms of the production facilities the technology became redundant very quickly 
and nothing had been built into the budgets to allow for replacement or upgrading 
and as such the facilities were unable to compete on a commercial basis. Their main 
users (artists and people on low incomes) were heavily subsidised and as a result the 
service became a net cost rather than a contributor of income. The Recovery 
Programme application speaks bleakly of:
• “Failure to meet income targets because our client base was mainly 
financially disadvantaged people and artists who are not as remunerative 
as was expected
• The majority of the post-production film equipment being redundant 
because of the rise of digital technology
• The growth o f cheap digital video production meaning that clients will 
soon be able to the work at home on their own systems
• Discovering that Screenworks is not suited to delivering purely 
commercial services in the highly competitive, high investment, post­
production facility industry. ”
The section concludes by saying:
“The Facilities Department is expensive to run in staff, space usage and 
capital investment and its reduced income means that it needs to be reviewed 
in its current configuration. ”
The education side did manage to bring in a range of project funding but it was 
always overstretched. The building was not felt to be user friendly and the cinema 
space was far from fit for purpose, add this all to a niche artform and audience 
development becomes a constant challenge. The online space was developed and 
while it provided an important vehicle for content delivery it did little to assuage the 
financial difficulties.
In deconstructing the organisation and its offer it was only the touring and promotion 
of artists’ work that emerged with any sense of a future. This was a unique aspect of 
Screenworks, in that it had a back catalogue of over 50 years worth of artists’ 
moving image; no other such collection existed in the country.
Recovery
A Strategic Stocktake was undertaken in November 2000 to provide advice to the 
Arts Council and to give a view on the extent of the issues Screenworks would have 
to face in its recovery.
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Its findings were straightforward:
“From our interviews it was further apparent that the management style of 
the previous Director had seriously impaired the ability of the Heads to 
manage their areas of responsibility with either confidence or authority. We 
noted particular evidence of:
• Absence of a clear, unifying vision for Screenworks
• Lack of clear responsibilities, role descriptions or objectives
• Absence of management information on performance
• Lack of communications or team meetings
• Lack of integration of work across departments. ”
The Solvency Review of the financial position was unequivocal.
“Screenworks faces a severe financial crisis. It has not succeeded in making 
ends meet since it commenced operations in the refurbished and equipped 
building (Figure 6). Given the weaknesses in financial management and 
reporting ...significant deficits have been allowed to accumulate and the 
company is now suffering an acute cash flow problem.
Figure 6 Screenworks Six Year Financial Profile^
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5.3 Constructa: Happy Anxiety 
Introduction
“Come in. Out of the glare. Let your eyes adjust to the partial light inside... ”
These are the opening lines of a press release for a summer exhibition at Constructa, 
a contemporary art gallery based in one of the smaller English regional cities.
Constructa is one example of an arts organisation that is trying to address the issues 
of what it means to be an arts organisation in the 21®‘ century. When it was first 
opened in 1996 by a group of artists it was regarded as avant garde, some fourteen 
years later it is grappling to understand what it has become and where it goes next.
It was set up in a deconsecrated church and describes itself as:
“A place where artists come to make new work. ”
It has prided itself on supporting artists who are keen to experiment, be adventurous 
and push the boundaries of their work -  perhaps by changing scale, method or 
materials. What has become increasingly important to the organisation is the 
relationship between artists and audience, artwork and engagement. Their 
promotional material states:
“It encourages an open dialogue between artists and visitors within the 
gallery space and produces an integrated programme of education and 
audience development activity that strives to remove barriers to access, 
engagement and understanding. ”
On getting to know the organisation better I wondered who such a formal statement 
was aimed at, who was their imagined audience? In many ways it seems out of 
keeping with the informal, fluid and enterprising team I met and observed.
The gallery runs a year-round programme with four key strands:
• An exhibition programme: Themed on four areas of practice, which include; site- 
specific crafts, large-scale sculpture; lens based installations and interactive 
media
• An integrated education and audience development programme
• The Artists Resource: which includes a small reference library, one to one 
guidance sessions, talks, workshops, seminars and networking events
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• A volunteer and work plaeement seheme providing opportunities to work aeross 
the different areas of Construeta’s work. At the time of my fieldwork there were 
40 volunteers on the list and two work plaeements
A Sacred Space?
Sacred/ sakrid/ adj consecrated; devoted; set apart or dedicated to religious 
use, esp to God; holy; emanating from God; religious; entitled to veneration 
or worship; not to be violated, breached, etc; accursed (rare).
This is a place that confounds expectations. This is a place that has a surprising 
identity. There are two entrances to the gallery; one through big double doors on 
Duchess Street, the other a smaller, narrower door on Queen Street (Figure 7). It is 
well known locally as a short cut, allowing you to miss the comer as you head to or 
from the main shopping area.
The team seem sanguine about this path of convenience; they see it as a chance to 
seep into the local consciousness hopefial that any entrant, whatever their motive, 
will in some way be touched by what they find inside.
Figure 7 Hand Drawn Floor Plan (scanned from notebook)
I
If you are lucky enough to arrive on one of the brighter English summer days your 
eyes will take time to adjust as you come into the gallery, the lighting is soft, muted, 
natural. If you were expecting a traditional white cube contemporary gallery you are 
likely to be caught unawares by what you find, for many of the original features of 
the Church remain intact.
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The press release for one of the summer exhibitions acknowledges the changing 
nature of the space:
“...In the gallery, cardboard boxes andfruit crates are used to build 
cavernous spaces and tunnels, blasted by holes that sprinkle the interior with 
shimmering constellations. ”
The exhibition is based on the hidden tunnels and derelict bunkers that can be found 
both sides of the channel, that often bear the markings of warfare, the artist describes 
them as ‘pockmarked’. Based on childish explorations of unknown spaces the work 
stimulates excitement and intrigue. Once people read more about the connection with 
conflict there is a sense of a darker side to the work, a need for deeper reflection.
If you enter from Duchess Street, to your far right is what appears to be a marble 
font. The font is framed by a column on one side and a false wall on the other, which 
masks the entrance to the toilets which were added as part of their recovery strategy. 
This creates a curious juxtaposition of old and new, the toilets hint at the venue’s 
transformation into a more ‘public’ space, an invitation to linger. It also illustrates an 
attempt at creating a more comfortable environment for the staff team.
At the other end, clearly visible are three stained glass windows above the ehaneel. 
Three steps up to the raised dais, which sits under the windows, all in keeping with 
the Holy Trinity from which the Church originally took its name. The pulpit remains 
where I imagine it has always been. On several occasions I saw visitors climb the 
oak steps to survey the space from 3-4 metres up. Their footsteps on the wooden stair 
quite audible, following years of other footsteps. It is not clear why the visitors go up 
there, it is not part of the exhibition -  because they can; to get a better view; to 
imagine the power of religious orators years before? Whatever, the reason it is often 
framed by laughter, a hint of naughtiness, entering places not normally allowed.
This is obviously a space that had a previous existence and purpose, but the team 
have made it work with its current vocation. As you walk towards the work in the 
main exhibition space your footsteps echo on the wooden floor. It is not the sharp, 
harsh, resounding echo that reminds you of your insignificance in the cosmos. It is a 
soft, almost comforting, confirmation of your presence in the space.
The central exhibition space is ringed by narrow brown columns, which create a 
natural boundary for the viewing area. Above the columns is a balcony which also 
seems to frame the space, even though it sits at about one-third of the overall height 
of the building. Behind the columns are open walkways, whieh have been organised 
into different ‘rooms’, the Artists’ Resource, a reception and information point, a 
digital information space.
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This is not a passive spaee with images fixed to the walls. It is active, the spaces in 
between are as meaningful as those whieh are filled with the current exhibition. 
Indeed, many of the artists that have exhibited here have used the space in that site 
speeifie sense. Constructa is very mueh one of a new breed of galleries which 
understands changing arts practice and sees interaction between artists and audience 
as crucial.
The Artists’ Resource is set back in the far comer. It has neat shelves of indexed 
magazines and publications, a long bench on which sits an iMac, below more stained 
glass windows. It resembles a modem alter, the god of information. Connectedness 
as a focus, it is part of a commitment to the growth and development of individual 
artists in the region. This is a space artists can come and use at their leisure to do 
research, find out the latest information and use the intemet. The presence of the 
Mae seems significant. It is white, aesthetically pleasing and denotes the importance 
of the visual. The offices use Maes too, it is arguably their one area of indulgence.
Unusually, for the gallery sector, Constmcta opens to the public fi-om Tuesday to 
Sunday, the more usual pattem being Tuesday to Saturday. Dependant on whieh 
entrance you take the reception desk is either in the far left comer or immediately to 
your right. Two invigilators staff the desk ready to help, answer questions, or 
demonstrate any technological aspects of the exhibition. The pairing is usually a 
volunteer and someone from the paid, core team. Having two allows flexibility for 
comfort breaks and gives added security. Locking up a converted church in the 
centre of the city in the dark of night can be a daunting job.
“I remember the first, the first weekend I had to open the gallery by myself 
and it was quite scary really, and I  was like ok God because you have to lock 
up and I  was getting all worried ...and I  remember that was quite scary. But 
he was really supportive, you know; phone me if anything happens... ” Anne, 
Front o f House Manager
This is an organisation where the physical spaee is central to its purpose. While its 
original role as a place of worship has been transformed it is now devoted to a new 
congregation. While the chancel, pulpit and balcony have all been integrated in 
different exhibitions, including the most recent, the font is preserved as a sacred area. 
It remains intact and untouched whatever is placed elsewhere.
Sitting in the gallery space it is clear that the heart of the building is dedicated to the 
arts programme and its assoeiated activities. The work across the years has ranged 
from textiles fine as spider’s webs to a meadow of wild flowers (Figure 8).
Audiences can move through, interact, touch and smell the works. A central aim of 
the spaee is to bring people in direct contact with the artist and their work. It remains 
a ritualised space.
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Figure 8 Press Image from the Meadow Project
A Double Coincidence
Constructa has just turned fourteen years old, and in that time it has gone from a wild 
idea for something to do with an old church to an established member of the regional 
contemporary gallery family. It has grown from the passion of a group of volunteers 
to a paid staff of 11 (all of whom are part-time and a number of whom remain 
practising artists in their own right). This evolution has meant developing 
relationships with artists, other galleries, funders and a whole network of new 
contacts. It has also meant a changing relationship with money.
In 2002/3 Constructa had a turnover of £208,000 by 2006/7 this figure was 
£371,000, 53% of which was provided by state funding. In the early days it was 
arguably an artistic zeal that got the project off the ground. There was also a double 
coincidence of needs. A group of artists needed a new home and the Diocese and 
local council needed to find a new purpose for an unused church in the centre of the 
city. The fabric of the building was likely to deteriorate if a new occupant was not 
found. The artists were offered the church and while they felt it was not suitable for 
studios, it was likely to be a good space for exhibitions. And so the journey began.
“We were actually doing what we have to do quite often, which was look for 
a new building to move into for both studios and the gallery. ” Will, Gallery 
Co-Director
He explained that through their contacts at the City Council they were offered the 
church and it was too good an opportunity to pass up.
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It enabled them to develop their aspirations . .and kind of bringing together a 
number of thoughts we already had about the direetion we wanted our gallery work 
as a studio group to go in, how our kind of inseeurity as a, as a building based 
organisation was, would never allow that to happen.” (Will, Gallery Co-Direetor)
Following three years planning and fundraising Construeta formally opened in 1996. 
The joint Gallery Directors (Will and Hannah) both describe it as a laborious process 
because they tried to do everything eollectively (at that point there were four part- 
time staff). It is seen as a time when there was a growing recognition of the new 
accountability that public money brought.
“...I guess there was a learning process for us in understanding that we were 
being paid to do a job and answerable, actually, to others outside o f the 
organisation, which was a, was something we struggled with for some time. 
And actually, the more we developed our plans the more it seems that we 
needed to structure ourselves to suit other people’s perception, as much as 
meet our own objectives. ” Will, Gallery Co-Director.
He talks about having to eome to terms with reporting, keeping aecounts and 
evaluating what they have achieved. The projeet was moving from the passion of a 
group of artists to a demanding and growing organisation in need of a regular supply 
of ineome. The attention of the Co-Directors in particular, was increasingly being 
split between the artistic vision and fundraising. This is a tension which continues to 
this day. During my research visits I overheard several eonversations about the 
directions future publie funding might take and the implieations for their work.
I also overheard partieular eoncems about the direetion the edueation programme 
had taken and whether that had now become too dominant because the funding was 
easier to aequire, fears of the ‘tail wagging the dog’. There had also been a setback 
regarding a deeision on European funding. The applieation had been returned for 
further work and they were now answerable to a new funding officer who appeared 
to have different expectations to their previous contact. The subsequent delay this 
had ereated in reeeiving a final decision was already causing problems. This remains 
a paradox for most subsidised organisations. You eannot really plan in earnest until 
you have the funding in place, yet you cannot attract the money if you don’t have a 
plan. In a conversation with Ed (Executive AssistantWenue Hire Manager) the 
concerns came across clearly:
“Money is always an issue and everybody knows that and so, and so, there’s 
a kind of, you know, a happy level o f anxiety, if  that makes any sense at 
all...and now w e’ve kind of gone to an anxious level of anxiety. ”
He described it as a “film of anxiety” that sat over everything.
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Recovery
Money was a particular issue in 2001/02 (Figure 9) when Constructa was coming to 
the end of a large three year grant and despite its best efforts no alternative funding 
had been found. This brought them to apply to the Arts Council’s Recovery 
Programme and from the beginning they were unlike other Recovery applicants, they 
did not have any major debts and they were pragmatic about what had been until that 
point a relatively itinerant lifestyle. When asked what they would do if they did not 
get further funding they simply said they would close down and move on to 
something else.
Figure 9 Constructa's Five Year Financial Profile -  1997/8 -  2001/2
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The Stocktake report, commissioned by Arts Council England in August 2000 as 
part of the Recovery Programme process, stated:
‘'Constructa is currently insolvent on a balance sheet basis. It has no access 
to overdrafts or loan facilities and as such the cashflow shows that 
Constructa is unable to meet its creditors as they fall due from September 
2000...The current difficulty Constructa faces is partly based on the fact that 
the levels of activity and staff have been enabled by a major grant which 
expires in March 2001. Constructa is not alone amongst arts organisations 
in not having a clear exit strategy for such funding. The Co-Directors were 
very honest in admitting their hope was that additional core funding would 
be found. ”
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In its application to the Recovery Programme Constructa suggests that in many ways 
it had been a victim of its own success.
“The vision for Constructa has been consistent, but the response from the 
public, local and regional communities and artists have prompted Constructa 
to deliver a fuller, higher quality programme which attracts larger and more 
diverse audiences... Stakeholder's requirements have also been consistent 
creating working partnerships that seek to maintain and develop this level o f  
activity. ”
Constructa diagnosed its core problem, in its Recovery application, as the lack of 
consistent funding and described several internal and external challenges:
“The principle external challenge to Constructa is to maintain and improve 
on standards set by itself that are now expected by the public arts sector. 
Financially the challenge is to reach an agreement with the local authority 
that reflects Constructa's contribution to the city and the region and to 
secure an increase in income from a range of sources towards core costs.
The principle internal challenge to Constructa is to maintain the ethos o f the 
organisation whilst managing change. It is vital to keep the Constructa team 
together, despite the current uncertainty, and to expand that team to enable 
Constructa to thrive. ”
Support from the stakeholders for the admission of Constructa to the Recovery 
Programme was unambiguous, although this took time to manifest itself in the 
necessary levels of funding.
“Constructa has established itself as arguably, the most exciting, 
professionally run artist-led space in England. It is an exemplar to other 
artist-led initiatives o f how excellent, experimental programming can be 
successfully combined with the development of new audiences and with the 
professional development needs of artists...
...it would be an irreparable loss to the visual arts infrastructure, and a huge 
waste o f investment made and expertise acquired, if  this venue was to 
close... "(Funding Officer)
Space for Hire
One mechanism they have used to try and address the ongoing funding concerns is to 
diversify their income streams. In 2005/6, 7% of their income came from what is 
called earned income. This included fees for services they provide to others, 
membership, publication sales and some general retail. It also included venue hire, 
which was one of the motives for installing new toilets and a central heating system.
119
This serves a double purpose of generating income and encouraging people into the 
building who might not ordinarily venture in, carrying with it the hope that they will 
return.
MATERIAL REDACTED AT REQUEST OF UNIVERSITY  
Figure 10 Publicity image from hire brochure
They have particularly targeted weddings as part of the venue hire strategy, echoing 
some of the building’s past identity. Ed has specific responsibility for the weddings, 
which seem in marked contrast to the core artistie purpose. Ed talks very warmly of 
his first experience running the weddings. The first one he did on his own went very 
well, everyone was relaxed and laid back, he says in many ways he was more 
stressed than the bride and groom.
The second he describes as ‘mayhem’, it was a Goth wedding and they drank the 
place dry. He thought he had organised adequate staffing, glasses and alcohol but by 
the end of the night everyone was drinking Gin and apple juice because it was all 
they had left! The cake was a chocolate skull which the newlyweds ceremoniously 
cut with and an engraved axe. Ed described the experience fondly with a broad grin 
on his face as he recollected the scene. I asked how he managed to balance these 
events with the artistie programme, they were so different to the rest of Constructa’s 
work.
“... in some ways it is very separate and actually one of the things that w e’ve 
identified through the marketing ...and the relaunch of venue hire is, you 
know, having Constructa venue hire as a separate entity to Constructa the 
gallery. Because in theory we are going to do more and more, that’s going to 
be more and more important, but what I ’m interested in is strategically 
working on it. I don’t really want to keep running the events, especially if 
w e’ve got more. ’’
Art at the Core
At the heart of Constructa sits the artist and its core purpose is the exhibition 
programme; this drives the gallery’s rhythms, influences its processes and informs its 
structures. The exhibition programme is what motivates the staff and sits at the 
intersection between the organisation and its artists, audiences, funders and 
participants.
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While the value of other elements of the programme was acknowledged, in talking to 
the staff it was clearly the exhibition programme that was seen as the priority -  this 
governs how energy, resources and expertise are distributed across the organisation.
Three of the staff interviewed explained they did not come from particularly artistic 
backgrounds yet in some way they had each been inspired by arts practice.
“I know certainly me and Mary and Colin and Ben who set it up, we all came 
from families that had nothing to do with the arts, and somewhere along the 
line we all had a kind o f transformative experience and we really recognise 
the potential for that to happen to other people. We just want to let people 
have the opportunity of that happening and it doesn V matter whether that is 
seeing something in the gallery and being allowed to feel the way you want to 
feel about it, or if you ’re a young person just suddenly realising that actually 
there is this parallel world that’s not all about fitting in with a set of 
consumer profiles or, i t’s a space that you can negotiate yourself on your 
own terms... you know that’s all we ’re trying to do really... ’’ Hannah,
Gallery Co-Director
The education programme is an important mechanism for the delivery of these 
opportunities, offering the potential for transformation, and it is underpinned by a 
number of key principles:
o “The arts are a flexible arena in which we can evolve our individual and 
collective identities through engagement with ideas, images, objects and 
their possible meanings 
o Curiosity and creativity are inherent human qualities 
o Learning at Constructa is a multi-sensory and social activity 
o Artists' ideas, values and lifestyle choices are often at odds with 
mainstream thinking or cultural trends. As such, artists can be 
inspirational, alternative role models for young or marginalised people 
o Artists have a strong sense of identity. This is useful in facilitating others 
to develop their sense of identity and voice 
o The responses o f adults and young people are equally valid.
Gaming Trust
The programme is based on an annual cycle and is organised using a group of 
Project Managers who have responsibility for developing and delivering the shows.
From Constructa’s Education Policy
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Most of these Projeet Managers have been a part of Constructa for some time or they 
have developed a strong relationship while undertaking other work, being a 
volunteer or doing Front of House. At Construeta personal relationships are key, it is 
important to be a trusted member of the group and many of their connections have 
been built up over a period of years. Three of the team interviewed described having 
known the two Directors for some years; three others talk about having worked their 
way through the organisation from volunteering to a more formal role.
Volunteers are a central part of the organisation, without their support it is difficult 
to see how Constructa could maintain its current level of aetivity. Far from being 
peripheral volunteering is recognised for its value and volunteers are often entrusted 
with important aspects of the programme.
“For the past three weeks me and David have been taking it turns to watch 
over the ... sculptures, both to help Constructa and to earn a little bit of  
needy cash. Sitting around for hours minding a pile of pigment gives you 
some unlikely insights, it is, I suppose, a privileged position though at times it 
can feel otherwise. ” Volunteer’s Blog
Hannah talked passionately about the importance of relationships between artists, 
project managers, volunteers and front of house.
“You know, the better the quality of those relationships between all those 
parties, the better the experience for the audiences and the more confident 
audiences feel about being really participative in whatever, whatever’s going 
on, whether i t’s just a conversation or whether it is with front of house or a 
volunteer, or if  i t’s an event or whatever. ’’
For her it is the “points of conneetion” that are key. This was particularly highlighted 
to her when someone on a work placement abused their trust. She described someone 
who effectively ‘misrepresented’ her role in the organisation, the woman concerned 
allowed people to believe she occupied a more senior role and did not acknowledge 
others who had contributed to the creative process she was working on. The person 
on plaeement was employed during the period of finaneial uneertainty and she is 
described as becoming quite secretive and effectively looking out for her own 
interests rather than the group.
“...that created a climate of distrust, actually which really was not useful, 
and one that, and I  think once we ’d  got that, that really made me realise how 
much we need to trust people that we work with. So one of the unwritten rules 
is that we have to trust you. ’’ Hannah, Gallery Co-Director
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Points of Connection
Genuine points of connection 
People and exchange 
That’s what I find beautiful
It’s my motivation
M y  m otivation  for being m  education MATERIAL REDACTED AT REQUEST OF UNIVERSITY  
A n d  being an artist
A natural ability to manipulate materials 
To realise in the real world 
From the imagination
The social context
Materials quieter than wood and metal 
So I could speak to people
Hannah, Gallery Co-Director^*
The Staff Meeting
Ritual/ r it’u-eU adj relating to, or of the nature of, rites, n the manner of 
performing divine service, or a book containing it; a body or code of 
ceremonies; an often repeated series of actions; the performance of rites; a 
ceremonial.
There are a couple of quick glances at the clock; I think they are a little anxious. It is 
9.55 am and including me there is just three of us in the building. It is staff meeting 
day, a date set some four weeks before at the last session. It seems to be understood 
that because of the part-time nature of all the staff it is not possible to gather 
everyone together, I sense that even given that caveat today’s turnout is looking a 
little shaky.
Nonetheless Ed (Executive Assistant/Venue Hire Manager) assumes an organising 
(or is it a leading?) role. Neil (Office Manager) gets the agenda and minutes from the 
last meeting. Although the mood is informal there is a sense of ritual to the occasion, 
it has a routine.
Found poem from transcript. The image is from an exhibition at the gallery which created a huge 
tapestry from GPS readings taken as members o f the public moved around the city
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“Do you know if Will is coming?” Ed looks at Neil.
“He hasn’t sent apologies.” Neil responds.
“I know Hannah isn’t coming, she’s away.” He 
finishes.
“Did Will say what time he would be in then, 
should we wait?” Ed seems to ask no-one in particular.
“I think we should start soon.” says Neil, “It has 
been on the Notice board for ages, everyone should 
know.”
To the uninitiated (which included me at the time) the conversation seems light and 
good natured, a basic exchange of information. For all I knew then it was the kind of 
exchange that preceded many of these meetings. It is possible this reasonable 
approach was for my benefit as the observer, but I don’t think so, it seemed to be 
more aimed at maintaining the equilibrium of the team.
It was not until a later visit and an in depth conversation with Ed that I was to gain 
an insight into some of the meaning behind the conversation. This apparently 
innocent discussion highlighted issues of power, structure, the capacity to make 
decisions and to have the ability to act on those decisions. It was about more than the 
protocols of meeting attendance, as Will’s absence was actually a source of great 
frustration to Ed. The lack of both Co-Directors at this meeting meant that decisions 
could not be signed off; leaving a potential gap of up to two months before some 
collective actions could be agreed.
This sense of blocked action was a theme that came up in several conversations. Ed 
described it as things ‘falling flat’, a head of steam builds yet for some reason 
nothing happens. Once the staff meeting got going the topic of a staff Awayday was 
raised -  not work -  just a chance to have fun and socialise. Talking to various staff 
members afterwards it seemed that the request had a shadow side.
The Awayday
This thing about having the Awayday.
Have a social thing.
It always comes up...
This comes up in the staff meeting 
Time after time after time.
Every time I say the same thing 
Great, let’s do it!
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We’ve got a budget, where shall we go?
And everyone goes don’t know 
Oh well, you know,
Feel free anvbodv to come up with a suggestion 
Then we’ll look at it, we’ll book the day 
And we’ll do it
.. .but nothing Ed, Executive Assistantsenue Hire Manager
His frustration was palpable; his main irritation seemed to stem from the fact that he 
has a great deal of respect for the abilities of his colleagues and he could not 
understand why they were not more proactive in their engagement.
“That’s kind o f frustrating because there should be, there are so many things 
that, you know, (crossover) and there should be more kind of knowledge 
going downwards but there also needs to a bit of, kind of oomph coming 
upwards as well...y  ou see people with so much to offer, you know, just offer 
it!”
By 10am two other staff members had arrived and two apologies were reported, the 
meeting began. The riddle of Will’s likely appearance was not resolved, but he never 
arrived. Ed chaired the meeting and Neil took notes, short action points which 
seemed to serve more as an update for those not present than an action plan.
The meeting was held ‘downstairs’ in what is effectively an ingeniously converted 
corridor, which accommodates three desks and some extended worktop space. On 
each, of my visits I noticed it also served as storage space for brochures or other 
paraphernalia leaving or arriving, a stopping off point.
We arranged a hotchpotch of different chairs as best we could to ensure we could see 
each other, but to call it a circle would have been stretching a geometrical 
convention. Ed brought a chair down from the upstairs office and Bert, who arrived 
at 10.30am, was left to stand by the stairs. The office space was intricately arranged 
both upstairs and downstairs but it was clear the only way it could be made to work 
was with a part-time, flexible staff team and hot desking.
The meeting started quietly and seemed quite reserved; it felt as though my presence 
was having an impact. It was later confirmed by Neil that they were unusually quiet.
I had not met two of them before the meeting, so it seemed fair that they should be 
assessing me, I would have been suspicious too. They also knew I knew their 
managers well.
The agenda was a mix of operational and strategic items but it began with three key 
issues.
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Firstly, there was the information that the decision on the European funding bid had 
been delayed. This appeared to be grim news and the muted nature of the discussion 
suggested both a degree of resignation and recognition of the potential implications.
Secondly, the heating. While a seemingly mundane issue this was a new installation 
and the running costs were not yet established, it therefore had the potential for both 
benefit and cost. In previous years the gallery shut to the public over the winter 
because temperatures were too inclement, the heating system’s arrival was therefore 
having a significant impact on the organisation’s annual rhythms. Ed seemed to be 
the only one who knew how the system worked and he reported it had been set to 
come on three times a day.
Thirdly, the development of the website. A lot of work had been done on creating a 
digital archive of all previous work at Constructa; this was to be integrated with the 
main website over the summer. Some two years later the website still states, “we 
have recently updated our ten year archive of past exhibitions and events, which is 
now available for browsing in the gallery. We hope to have it available for viewing 
on this website soon.”
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5.4 TheatreCo: Lessons in Survival
Introduction
“It is held in respect by its local community and seen as a beacon of hope by 
other regional theatres. Its transformation is a lesson in how the survival of 
regional theatre is about not just money but also the will and the vision to 
reinvent yourself. ” The Guardian, September 2000
One of the few remaining theatres in the country with a resident company, or 
‘ensemble’, TheatreCo is now well recognised as an important regional theatre with 
a good understanding of how to take its audiences with it on an artistic journey. By 
building the relationship between artists and audiences the theatre moved from a 
position of decline (audience numbers had dropped from 120,000 in the late eighties 
to under 85,000 in the mid nineties) to a growing and loyal audience. The vision 
statement illustrates a strong commitment to engaging audiences and producing high 
quality theatre.
“Through the creation of work which enriches audiences intellectually, 
emotionally and spiritually, TheatreCo aspires to become one of the leading 
centres of excellence in the country. A commitment to quality, innovation, 
diversity and accessibility will result in larger, younger and broader 
audiences... ”
The theatre runs a year round programme split into three seasons -  autumn, spring 
and summer (there is no winter in the arts). It also runs an education programme and 
undertakes outreach work across the county. Eleanor, the Chief Executive is well 
regarded by her peers and is often a called upon by stakeholders and the press as a 
representative of the sector, she has become a powerful lobbying voice for theatre 
regionally and nationally.
The Eye of the Beholder
In the centre of TheatreCo is the almond shaped main 
stage (Figure 11) around which the rest of the building 
folds. Opened in 1972 it is almost identical internally to 
another regional English theatre, although where its twin 
has a light stonework facade TheatreCo is clad in deep 
red brick.
ni.,
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Figure 11 TheatreCo Seating Plan
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The building can be approached from three different angles within the town and 
dependent on your approach you will either be met with the small staff car park and 
paint shop, the side of the café which leads toward the entrance or the sharp end of 
the frontage which juts out like the prow of a ship.
If you are met by the prow chances are you have parked in the main public car park 
the other side of the bypass. A large, arched pedestrian bridge allows safe passage 
across the four lanes of traffic and gives a sense of arrival as the theatre comes into 
view with its large picture windows reflecting back its surroundings. At first glance 
it looks to be a product of the tail end of English brutalism architecture, not to 
everyone’s taste. In talking to the staff it was clear they saw the building differently 
to me, Eleanor easily related what she felt was beautiful about it. I was made aware 
of facets that had previously gone unnoticed.
The Light
I think the light in the building 
is beautiful
The light and the carpet 
The simplicity 
of the front of house spaces 
I love the light 
in the building
The green around the building 
If we ever had to build 
in the garden 
I’d be miserable 
because I love it so 
I love it all
Eleanor, Chief Executive/Artistic Director
As you come through the double doors, two sets either side of the prow, the box 
office is clearly visible in front of you. This is one of the building’s more recent 
improvements, aimed at providing a more user friendly feel. It was moved across the 
L-shaped lobby, to allow the front of house team to provide a more obvious 
welcome. Having got your tickets you turn around and head up the stairs to the bar, 
the small gallery or straight into the auditorium.
The main auditorium seats 496 people, which places TheatreCo in what is known as 
the mid-scale bracket of English theatres. There is also a smaller more flexible space, 
the studio theatre, which seats 65 people and can be used for more experimental 
work and community productions.
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It is in this ‘black box’ that TheatreCo weaves its magic, it creates new worlds which 
audiences are invited to join. I have seen it stripped bare to reveal the back stage 
bloekwork for modernist pieces through to a full set with a moving, full size row 
boat. On every visit I observed audiences rapt in the stories being told.
An Artform in Crisis
At the time when TheatreCo was facing the peak of its financial crisis it was not 
alone in this experience amongst the theatre sector. While some of the issues were 
distinct, the fires and poor local relationships, there was a growing recognition by 
stakeholders and government that the theatre sector was structurally underfunded. 
That is state funding had been steadily reducing whilst the costs of running 
buildings, high quality programmes and employing staff had been increasing. 
Whereas, at one point grants would have covered overheads and contributed to the 
programme by the late nineties most theatre grants did not cover fixed costs and 
alternative means for raising income had to be found.
The Arts Council’s own theatre policy of the time, produced as a result of the most 
significant review of theatre for many years, makes the case clear:
“Theatre has been a living force in this country for over 500 years, shaping 
our cultural heritage. It challenges us, it tells us stories about our changing 
lives and the values that shape them. In a digital age, theatre still has a 
power that comes from creating a live, shared experience which, at its best, 
can move, surprise and engage us in a way that is unique.
The national policy for theatre in England is written at a time when our 
theatre is still regarded by many as the best in the world, and yet this is an 
artform in crisis. The Boyden Report and the Arts CounciTs own document 
‘The Next Stage ’ showed that theatre has been inadequately funded since the 
mid-SOs.
The result has been a concentration of resources on buildings and 
institutions rather than people and art. Many organisations have become 
inward looking and territorial and there has been a drain on talent and 
resources resulting in an environment in which it is much harder for artists 
and managers to take creative risks. Large parts of our theatre have been 
caught in a downward spiral with less exceptional work being produced. Not 
surprisingly audiences for some kinds of theatre are falling.
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In many parts of the country theatre has failed to engage with a broad 
audience. It has certainly failed to engage adequately with young people and 
with multi-cultural Britain.
The policy goes on to talk about the need to develop new partnerships, new talent 
and to engage with the opportunities offered by technology. It was recognised at the 
time that this meant a need for change, a need to recognise what was working well 
and to acknowledge and address inherent weaknesses.
“The roles andfunctions of some theatre buildings and organisations may 
need to change to enable them to take on new partnerships and reach new 
audiences. We believe that the theatre community and the arts funding bodies 
are ready to respond to this challenge and work with us to ensure a vital 
future for theatre in this country.
Behind the scenes the lobbying was frenetic and it resulted in a £25,000,000 
investment in the sector.
“The English Theatre has been saved from erosion. After years of 
underfunding, leading to fewer productions, smaller casts and the creation of 
a scrimp and save siege mentality, it can breathe again. Yesterday’s news 
that 194 theatres and companies are going to receive an extra £25m in 2003- 
04 means that the theatre can plan for growth rather than inexorable 
decline. ” The Guardian, March 2001
At the time this was being debated the region in which TheatreCo is based saw one 
of its three producing theatres fold and the other two struggle with deficits and 
cashflow crises.
The quality of work and subsequently audience numbers had been declining over a 
number of years. The wider context for TheatreCo's position was therefore a sense of 
a sector at a turning point with crisis management as a way of life -  theatre as a 
whole was facing issues around quality, the perceived threat of technology, growing 
competition for the leisure spend, lack of talent development and buildings which 
were not being maintained.
Arts Council England, the National Policy fo r  Theatre in England July 2000 
Ibid
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Recovery
One month after her appointment in early 1998 the then new Chief Executive of 
TheatreCo realised that things were not as they should be. She commissioned a 
financial review that revealed that by the end of August 1998 the theatre would be 
facing a deficit of £233,000, TheatreCo was effectively running out of money. The 
auditors, while stopping short of a fiill qualification of the accounts also indicated 
their concerns about the position.
“In forming our opinion, we have considered the adequacy of the disclosures 
made in note I to the financial statements concerning the uncertainty as to 
the level o f continued support the company can expect from the various 
major funding bodies for the period after 3 March 1999 to meet its day to 
day liabilities. In view of the significance o f this uncertainty we consider that 
it should be drawn to your attention but opinion is not qualified in this 
respect. ”
Following considerable debate internally and externally with the main funding 
bodies, on the 19*^  April 1999 TheatreCo became the first successful applicant to the 
Recovery Programme. The theatre’s application stated that:
“Without substantial investment from the Recovery Programme, which must 
be agreed by June 1999, the Board of Directors have agreed to wind up the 
company from that time. Were this to happen, the building would close, 
leaving the region with only one remaining producing theatre. ”
The application was strongly supported by the Regional Arts Board^^ and the local 
authority, both of which agreed they would make a finaneial contribution towards 
the theatre’s recovery. The Solvency review commissioned by the Arts Council in 
May 1999 indicated that the theatre had been in a weak financial position for a 
number of years. Since 1992 the theatre had lived beyond its means year on year 
with two exceptions when additional grant funding was given. In the financial year 
1999/2000 on an expenditure of £1.4m the theatre had a carry forward deficit of 
£213,000, the equivalent of 15% of turnover. This made cashflow difficult to 
manage placing additional pressure on an already stretched team.
Auditors’ Report to the Shareholders of TheatreCo Ltd on aeeounts for the year ended 3E‘ 
March 1999
At this point in time the arts funding system consisted of 10 independent Regional Arts 
Boards and the Arts Council of England. They were merged in 2002 to become the national 
body - Arts Council England
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The Solvency Review of TheatreCo, confirmed the need for renewal:
“Unless TheatreCo can secure future funds from its existing stakeholders or 
some other new sources ...the directors of the company will be forced ...to  
conclude that the company cannot pay its debts as they fall due and that there 
is no reasonable prospect of avoiding insolvent liquidation. On reaching 
such a conclusion the director’s most likely option would be to cease trading 
and seek the appointment of a liquidator. ”
Following this review TheatreCo produced a Recovery Plan, which served as the 
basis of a grant application as well as a blueprint for a three year change process.
“At one level the story o f TheatreCo is that o f many regional producing 
theatres in the country: a continuing attempt to produce drama of quality in 
the context of a steadily declining financial position. In the particular case of 
TheatreCo, however, this struggle has lately become virtually insuperable, 
for the following reasons:
A number of misguided artistic and commercial decisions in the mid to late 
nineties which exacerbated an already difficult revenue funding position 
Appalling luck, not least in terms of a fire leading to a lengthy period of 
closure, and the painful period of re-growing the audience which followed 
An operating deficit running at circa £200,000”^^
The Chief Executive had already begun the slow process of recovery -  raising the 
quality of the artistic product, ensuring robust adherence to budgets and rebuilding 
working relationships, but as the Recovery Plan stated:
“Nonetheless, the corrosive effects of a virtually perpetual financial crisis 
cannot be ignored, and the resulting strain can be seen in all parts o f the 
organisation — in the form of excessively long hours, posts unfilled, and a 
much higher level of crisis management than is proper. ”
The plan focused on a whole organisation approach to change, which covered artistic 
vision, operational overhaul and a new financial model. This has been a long term 
process and it took until the financial year 2005/6 for the theatre to achieve a positive 
position on its balance sheet (Figure 12).
Recovery Plan Introduction
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Figure 12 TheatreCo Net current assets/liabilities 1997/8-2005/6
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Infinite Possibilities
The Chief Executive had a clear sense of her artistic ambition:
“The Chief Executive translates this mission to mean a focus on providing 
quality work achieved by putting the artist at the centre of the organisation. 
Her model for achieving the goal is that of a core company delivering two 
seasons of in house work and a rage of co-productions, commercial and 
subsidised, and visiting companies all able to achieve levels of quality in line 
with the vision. ” Strategic Stocktake Report 1999
One option for the recovery of the theatre was to become a purely receiving house, 
which is often seen by stakeholders as a lower risk model. That would have meant 
that the programme would be entirely dependent on ‘buying in’ work from outside 
producers and other theatres. While this may have reduced costs and given a more 
stable income base, for this team it would have taken away their creative 
involvement and undermined the quality of the programme. This was not an 
acceptable model.
Taking the route of creating an ensemble company was an unusual one and could 
have been regarded as either courageous or foolhardy dependent on your perspective.
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It required building the right pool of talent, establishing the necessary relationships 
between actors, the theatre and the audiences and setting no compromise quality 
standards. None of which are cheap options particularly when funding is already 
tight.
In talking to Eleanor in 2008 about the artistic process and the necessity for the link 
between artists and audience her vision was as clear as ever. I sketched a view of 
what I thought she was saying (Figure 13) which she pondered, it was clear from her 
expression that I had not got it quite right visually.
I was trying to understand what she meant by the artist and audiences being at the 
heart of the organisation. We discussed the different elements and she added 
operations. Then, after a moment’s pause she said, “actually I see it more as a sort of 
infinity sign, a constant flow between artists and audiences with everything else 
around it supporting the dialogue.” (Figure 14)
Figure 13 Researcher's Diagram in Fieldnotes
Company Learning
Figure 14 Chief Executive’s Infinity Symbol
Learning and personal development have been a core part of TheatreCo’s recovery 
strategy since 1999. Initially, this was focussed on the company of actors to help 
shape the ensemble and build the quality of the work. The motivation for such an 
approach is outlined in TheatreCo’s recovery strategy.
“It is a conviction of TheatreCo that the practice of theatre for and with a 
community contributes to a better life for the people of that community.
134
For clarity in this case ‘a better life ’ does not refer to the material level, 
although there is plenty of evidence pointing to the considerable economic 
impact of a successful theatre. It refers to an enriched and vital experience of 
living, an individual’s powers of expression and their ability to contribute 
wisely to the world as inventive people, recognising and honouring their own 
and others ’ humanity. ”
The plan refers to it as a virtuous circle (Figure 15) whereby developing the
company ultimately develops audiences.
“Each element of the circle feeds the growth of others. As meaningful 
relationships are formed, so knowledge and practice grows, so quality 
improves, so audiences grow. ” TheatreCo Recovery Strategy
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Figure 15 The TheatreCo Proposed Virtuous Circle
In order to build this virtuous circle they looked at what they regarded as exemplars 
of this approach in the theatre world and one, an American company. Actors Co 
became a strong source of support for the development of the theatre.
In January 2000 four artists from TheatreCo attended the Actors Co intensive 
training course in the USA. The actors on their return, confirmed it was intensive in 
name and in nature. Their daily routine ran from 8.15am to 10.15pm, six days per 
week, for four weeks. They had a three rest days included to allow them to catch up 
on domestic chores and there were two one hour meal breaks a day. The intensity 
was indicative of the commitment expected of participants. The intensive still runs 
today and encourages participants to open themselves up to the Actors Co aesthetic.
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Hold Nothing Back
“Train your voice and body with a daily regimen of demanding classes.
Delve deep into your own imagination, intellect and emotional life to bring 
the whole o f the actor's being into the moment of theater. Classic text 
language draws everything from the actor: nothing can be held back. ”
The will power and commitment necessary to speak Shakespeare's text in a way that 
involves the audience demands that actors draw upon experiences and self-reserves 
they may never have touched before.
“Actors leave this training experience reenergized, renewed and ready to 
throw themselves back into their grueling schedules of rehearsal and 
performance. ” Publicity material. Actors Co
One of the actors described the training aesthetic as simple, in that Actors Co 
prepares an actor for the technical and emotional demands of playing a classic text 
by helping them understand the interplay between their emotions, their voice and 
their body.
“In order to free the voice and develop its potential, actors need to be 
physically relaxed and alert, minimising any physical tensions that inhibit 
vocal and emotional freedom. ” Actor description of course content
The Garden
I sit in the sheltered garden with an unseasonably warm October sun washing over. 
To my right someone sits alone reading and occasionally making notes, I assume it is 
a script of some description. To my left an open French window, through which 
drifts the gentle chatter of those collectively known as ‘wardrobe’. They are part of 
the community that live in the ‘house’. We are all accompanied by the occasional 
clicks and whispers of an electric sewing machine.
Across the rectangular garden, in the far comer, three men in a stage boat rehearse. 
The Director guides and commands like an army officer with his troops. Discussion 
is interspersed with dialogue from the text to a point where a new performance is 
created for an audience of one. All interspersed with the barking of a dog.
It is a scene that would be hard to imagine elsewhere, few other lunch breaks can 
offer such a dreamlike world. That is not to be dismissive, for those involved the 
creative process and engaging with prospective audiences is a deadly serious 
business.
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In the background the traffic murmurs, muffled by the line of tall and well 
established trees, ascending or descending the hill. It is the only noise that reminds 
me of a wider world.
The Revolve
“The largest and possibly the most versatile piece of stage floor machinery 
must be the 'revolve'. It is capable o f allowing scenery to be brought into 
view o f the audience, or ofproviding a treadmill-effect, allowing actors to 
walk while remaining at the same point o f the stage. A circular section of  
floor is made, which is fitted into a recess o f the stage and able to rotate.
This is the most basic of revolve. The worldfamous London Palladium had a 
twin revolve, seen each week at the end the television variety show Sunday 
Night At the London Palladium. It was removedfor the production o f Chitty 
Chitty Bang Bang. Each section was able to rotate in opposite directions and 
to be raised like an elevator to different heights.
Furrowed faces reveal the concerns about the movement of the boat on stage, the 
revolve is not working yet.
Cock Up
It can be quieter
It’s the shudder that’s the problem
It needs to slow down
It is possible but not on that machine
It can be pushed through
Now, this is me
This is my cock up^^
To my right two women are deep in conversation. They are dressed impeccably and 
have the air of being ready for a good night out about them. The final call has echoed 
around the bar and corridors as the audience obediently find their allocated seats. A 
melange of smells - perfiimes, aftershaves, sweet sips of beer, and warm bodies - 
gently fills the space. The snippets I overhear suggest people have come to see some 
well known faces, referred to in one review as elder statesmen of the stage. 
Expectations are of entertainment not challenge or controversy. Many will know the 
book; a few may have seen earlier stage versions.
37 http://www.bbc.co.uk/dna/h2g2/A1304821
Found poem from overheard conversation between Director and cast, taken from field notes
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The house lights dim, swapping places with the stage lights. The buzz and chatter 
disappears in an instant as all eyes look to the stage. Our many observations take in 
tall white walls in a wide ‘V’ shape that span the stage, in both wings are large 
arches. On the floor is what looks like big arcs of white and blue which run through 
the arches and out of sight.
At this point the stage is set as a sitting room with an occasional table, wing back 
chairs and other accoutrements. The characters make their exchanges and the trip on 
the river is planned. The actors briefly leave the stage, an almost imperceptible 
rumble; miraculously the prow of a boat comes into view through one of the arches. 
The boat slowly makes its way to the front of the stage with three men aboard. The 
audience almost united issues an appreciative ‘aaagh’, there is no clapping that 
would not be the done thing. The woman next to me in a rather loud whisper to her 
companion proclaims, “oh it’s wonderful what they can do these days”. Her friend 
nods energetically in agreement.
It is hard for me not to think the clichéd, “if only they knew.” For over a week the 
technical team have been wrestling with the revolve. If they went backstage now 
they would see two of the team pumping away on what looks like a recumbent 
exercise bike. They have to keep in perfect time to avoid some of the shudders and 
jolts that happened earlier that week. From the winding mechanism a long chain 
stretches under the stage to drive the cogs of the revolve.
5.5 Three Episodes
This section looks in more detail at a specific event in the lifecycle of each 
organisation. I have done this in order to give a deeper sense of the culture of the 
three organisations concerned and because it is in keeping with the event as the unit 
of analysis.
5.5.1 The Meaning o f the Box
During my observation time at Constructa the gallery was host to the work of a 
major international artist. This was part of a city-wide arts festival and was seen as a 
coup for both the region and Constructa. The work was a commentary on the power 
and ethics of the mass media in general and photojournalism in particular, it took as 
its starting point the life and work of Kevin Carter, “An enclosed aluminium 
structure that compels the viewer to enter, the installation physically engages to 
boldly deliver its message... The artist uses remarkable force, grace, and economy to 
highlight a complex set of ethical and personal questions about the act of looking and 
the responsibilities that follow.” Gallery Press Release
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Figure 16 The Meaning of the Box (Researcher Image)
She sat quietly on the stool,
The room was still, lighting subdued. 
There were a few people in the 
gallery.
Outside of the box
The lights were red.
Soon the flash would come,
Ghild and^#Ümâ=r—
Then a pause, then green. «
The occupants leave in silence.
‘Researcher
1 am haunted by the vivid memories of I 
I killings & (krpses & anger & pain • • • o f  
starving orlwounded c hildren, of trigger- 
happy maclmen, often police, of killer 
executioners.
Taken from  the Suicide note o f  Kevin Carter. j
If it’s highly creative that 
implies, and I think that it’s 
not true, nobody in a way is in “ 
control of the total process . 
and therefore inevitably 
there’ll be blemishes. But also, 
in retrospect, sometimes by , 
not being in control of the ^  
process things flower that 7 ' 
were not intentional
Project Manager.
That’s a really good e#  
of how if you can relate! 
experience to your own 
memory, it becomes yo 
get an enriched experii 
You know for most peb 
who saw it their experie 
that subject is through 
media. There wereJots 
conversations abouf why the 
installation was in the way \  
that it was... ^
Co-Direciat^^
1
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As you walk into the space, the features of the church are still clearly visible; yet in 
its eentre sits a huge aluminium box (Figure 16), approximately 14’ by 15’ by 30’. 
An illuminated cross is placed in the entrance, a red vertical line for wait, a green 
horizontal line to enter. A member of staff or volunteer is on hand to answer 
questions. As you enter a partition wall stands directly in front of you, stopping short 
at either end. You have to move to the left or right to enter the main ‘room’. This 
effectively acts as a light trap allowing the projected work inside to have its full 
impact; the words on the screen in large courier font become the only illumination. 
Inside the room are several rows of traditional wooden church pews. The pews have 
their baeks to the entrance and as you sit you faee towards the far wall which acts as 
the projection screen.
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Flash, crack! The image 
bums the screen. It takes a 
while for startled eyes to 
adjust. Into focus emerges a 
small African child, 
emaciated and curled in the 
dust. Less than a metre away 
stands a statuesque vulture.
Figure 17 'Vulture*, Kevin Carter, March 1993, Sudan
This is the only image in a text based installation that tells of the short, troubled life 
of Kevin Carter. His beginnings, his life as a photojoumalist, a Pulitzer Prize and his 
ultimate suicide brought on by the scenes he witnessed, captured and distributed. 
This is a nerve jangling, skin rippling, emotion wrenching experience. It is in your 
body before your thoughts form.
“The presentation of these and other scarcely less gut grabbing facts about 
Carter and his subjects takes 8 minutes. All but one pass in silence. ” Press 
Review
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Now imagine that you are standing there, 
spanner in hand, one of the team that has 
been rushed in to help with the 
construction of the box. In front of you is a 
pile of aluminium sheets, hundreds of nuts 
and bolts. There is a plan to follow but no- 
one quite knows what it is except the 
artist. You are running out of time. It takes 
far longer than anticipated. The sheer 
physical labour of creating the aluminium 
box in which the work is to be housed is 
exhausting. This is not the place to work if 
you cannot think on your feet, hold your 
nerve and commit yourself completely. Figure 18 Fingerprints of Production’, Researcher 
image
©Sony Music Publishing UK Ltd
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“The artist’s installations and public interventions cannot be easily defined 
by a particular medium or format. The aesthetic strategies he employs are 
based on responses to particular lived experiences which the artist describes 
as a 'series of exercises in representation. ' His work frequently exposes the 
limits ofphotographic representation in the face o f cataclysmic events, 
notably the genocide in Rwanda, which cannot be invoked purely through 
traditional pictorial means. ” Biennial Press Release
On a relational level this was an international artist Constructa had not worked with 
before and in putting the exhibition together the relationship was often mediated by a 
third party. In describing the process the staff speak as if there was a connection 
missing, somehow things were happening once removed, which is not how they are 
used to working. The only way it could be made to work in the time was to call on a 
network of trusted ‘friends’ to help overcome the production problems. They tried to 
explain their ethos to the artist, but it was only the Chair (Anna) and Vice-Chair 
(Jenny) who succeeded in sharing some of the culture at the end of the installation 
week, by talking to him at the exhibition’s opening night. Anna describes their 
approach as based on the desire for “people to have a learning experience - we want 
people to grow.”
“Actually one of the things we should really realise from that is that we 
weren ’t gonna do that again because actually central to the way that we 
work is the quality o f the relationship to the artist, because without that, 
without knowing what their working processes are, what their ideas are, 
what they think about things, what their knowledge bases are, how they 
communicate with people, we ’re in a really, we ’re at a real disadvantage in 
developing an education programme and then all you ’re left with, you know 
there is none o f that other richness, there’s no other entry points to all the 
other stuff that we ’re interested in. ” Hannah, Co-Director
When I ask about the significance of the metal box, no-one seems clear and 
apparently the artist chose not to share his thinking, if indeed it was possible for him 
to do so. In conversation I remark that although it was not corrugated in the same 
way it reminded me of what were then called the shanty towns on the drive from 
Capetown Airport into the city when I was a child, some thirty five years ago.
Somehow its structure and the nature of its content took me back to this confusing, 
uncomfortable and disrupting sight, adding to the disquiet of the artistic piece. 
Hannah ponders my response, her head slightly tipped to one side as she takes in my 
comment, she is surprised by the meaning it has for me, we talk about how important 
it is for her that the work establishes a point of connection.
142
Magnificent
The Kevin Carter piece this year
Was a magnificent piece
That everyone loved 
It’s difficult to discuss it
With anyone who worked on the project 
Or in the office 
Because the process was hard 
In making it
It left a bad taste in people’s mouths 
People don’t want to talk 
about it 
or can’t
Appreciate the value of it
That’s a real shame.
Will, Gallery Co-Director
“There is a single photographic image in the exhibition and this one image 
is only visible on the screen for a matter of seconds. When you enter the 
installation, you enter a story: a story about an individual photograph and its 
impact but also a story about representation and its unequal effects. As the 
artist says: Tt is a lamentation. I t’s a poem that asks about the ethics of what 
we (photojournalists) do when we shoot pain. ’ Gallery Press Release
“Upon entering the installation space, you are confronted with an unsettling 
narrative that raises questions about the limits o f representation, o f what can 
and should be represented and of the responsibilities not only o f the 
individual photographer but of those who control the circulation and 
dissemination of the photographic image. ” Gallery Blog
143
“A sculpture-and-film installation that addresses difficult questions about the 
human response to the suffering of others, the responsibilities o f the witness, 
and the ownership of images that serve as witness in the media. At once a 
moving elegy and instigator, it is a powerful testimony in the artist’s 
longstanding examination ofpolitical injustices and the limitations of their 
representation through imagery. ” Gallery Press Release
Various staff discussed the fact that the lead in time to the exhibition was relatively 
short, they met the artist in the February when he first saw the spaee and he proposed 
the idea in the May, “it looked like the perfect piece so we were very happy.” (Will, 
Co-Director).
“I think in terms of its scale and the kind of ambition of the work we were all 
a bit shocked when we started putting it together and realising just what we ’d 
taken on. The problem was, although it was a kind of joint thing with the 
festival it was actually us who was taking the entire risk. Obviously if it 
didn ’t open on time it would reflect on them, but I  meant the kind of risk of 
money and resources really. It really stretched us and it was very painful 
actually, uhm, to see people who were, who were working really hard, 
struggle to get it done. It was over budget, thanlrfully not by much, but only 
because people pulled out all the stops and gave personally to it. ”
He talked about a lack of time for reflection. Staff seemed unwilling to discuss the 
event -  unable, apparently, to move into refection about it. It was a visceral, 
emotional experience. The enormous box; the difficulties involved in constructing it; 
the emotional impact of the exhibit; all resonate with the evolution of the 
organisation. The exhibition’s story seems to mirror the process the organisation has 
been through; it is a story of winning through against the odds, of delivering in spite 
of a lack of resources; of inspiration and learning to innovate to overcome the 
challenges.
5.5.2 A Story o f Renewal: Miss Julie
As part of its ongoing strategy to encourage better working across departments 
TheatreCo regularly holds what is known as a ‘Meet and Greet’ for every 
production. It is an opportunity for staff members to meet the latest Director and the 
new cast, to see the stage model and to hear about the production. All staff are 
invited. The following account is taken from my experience of being part of this 
process.
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We leave the main theatre building and walk around the car park towards the 
town, halfway down the narrow lane we stop and enter a plain looking door on the 
right. Through the door and up the stairs is a long room, it is a large open space with 
an assortment of chairs, benches, a constructed table and people milling about. It 
runs above a series of small shops below. In the comer is a small kitchenette. People 
are making coffees and chattering. The room feels like a curious mix of small 
business unit and classroom. The air carries a slightly sweet ‘unopened room’ smell 
mingled with coffee and tea. The floor is black and taped in various colours; it has 
been marked up for rehearsals but I can’t tell if it is for the new show or something 
that has gone before. This is where the actors will now spend time creating the piece.
The windows on the town side are square; the other two sides have large 
rectangular windows, the effect being a wash of light. The skirting is painted with 
white gloss and there is some low level piping. The walls and radiators are cream. 
For an arts space it looks well cared for and recently painted. It is obviously well 
used, and a people move around effortlessly, apparently familiar with how the spaee 
works, and what may come next.
We take our seats. The chairs, an oddball mix gathered over the years, are 
arranged in semi circles along the length of the room. At the front is a table 
supporting a large object covered in a dark cloth, to the right sit the Director, 
Designer and cast. To the left is Eleanor, the Chief Executive/Artistic Director.
There are about twenty people in the room all representing the different elements 
needed to ensure the process of creating and staging a new show mns smoothly. 
People from each of the departments are gathered together - marketing, front of 
house, wardrobe, etc. - to hear about the next production and to share their views.
Eleanor talks about blue sky thinking, spreading the influence of the theatre 
and a recent survey of the Company of actors, all the actors were asked for their 
opinion on being part of TheatreCo. The theatre scored well, eight out of ten, but she 
would like to see it improve and we are entreated as a group to ask ourselves 
collectively how we do that. The ensemble is part of her greater aspiration for 
integration, by which she appears to mean a seamless linking of main stage work 
with other elements of the theatre’s work. She talks about spreading the work 
ftirther, having the ambition to tour regionally and beyond. There is a fundamental, 
underlying belief in the quality of the work, which should now be seen by a wider 
audience.
We are all quiet and attentive. She has a gentle, no nonsense and captivating 
manner. I would learn over my future visits the significance of these remarks; people 
understood it as a statement of policy, a route map for the future.
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She continues, with a question directed toward the actors, moving into the 
detail of the performance:
“Where do my mind, body and emotions have to be to be, to be in this play? ”
This is what she expects the actors to ask of themselves as they begin the 
rehearsal process, there is a responsibility inherent in taking the words from the page 
and transforming them into the characters the audience can have a relationship with.
She is clear, “the eore of our work is the actor/audience relationship and 
everyone is a part of making this happen.” The next show is announced as 
Strindberg’s “Miss Julie” which originally appeared in text form in 1888. The 
show’s Director, Liz, is introduced; she talks of the soul and energy in the piece. 
There are undoubtedly challenges and constraints, issues of space and resourees. The 
decision to do the piece was initially that of Eleanor, but Liz explained that they had 
shared a meeting of minds.
This is part of an ongoing process, not just a one off event. Liz felt she had 
been given a massive endorsement by Eleanor. She turns to the cloth covered object, 
removing the fabric slowly for maximum effect as the set model is revealed, a few 
people seemed to know what was coming but for the majority it was a surprise. The 
next show will be ‘in the round’ (in this format the audience surround a central 
stage); it is the first time this has been attempted at the theatre.
“Strindberg’s tense, compelling drama boils with the emotion of a fiery 
struggle o f class and sex. Introducing Paula, who with Theatre X ’s designer 
Sarah, will place banks of seating on the stage to create an amazing new 
space: both intimate and epic. ” TheatreCo Marketing.
A joke is shared about Strindberg as a ‘feminist’, giving strong roles for 
women, there is some laughter (not everyone was aware of the significance of the 
comment). He was well known for his misogyny:
“...P.S. Woman, being small andfoolish and therefore evil, should be 
suppressed like barbarians and thieves. She is useful only as an ovary and 
womb... ” Written by Strindberg to the Poet Verner von Heidenstam.
“Miss Julie is a modern character, not because the man-hating half-woman 
may not have existed in all ages, but because now, after her discovery, she 
has stepped to the front and begun to make a noise. The half-woman is a type 
coming more and more into prominence, selling herself nowadays for power, 
decorations, distinctions, diplomas, as formerly for money, and the type 
indicates degeneration. ” (Strindberg, 1992: xiii)
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They talk openly about the political dimension of the work, both its creation 
and the piece itself. Strindberg developed what he called the “Soul Complex”, 
concerned with the multiple motivations of his characters. He argued that the 
naturalists should challenge the prevailing view of simple characters as they knew 
the “fertility of the soul complex” and were aware that “vice has a reverse very much 
resembling virtue.” (Strindberg, 1992: xii) He was regarded as a radical in his time, 
not least for his twin concerns with a need for ultimate realism in terms of the stage 
set and for new definitions of character, moving beyond a concern with simple catch 
phrases and mannerisms (what we might now see as stereotypes) to “souls.”
“Because they are modern characters, living in a period o f transition more 
hysterically hurried that its immediate predecessor at least, I  have made my 
characters vacillating, out o f joint, torn between the old and the new. And I  
do not think it unlikely that, through newspaper reading and overheard 
conversations, modern ideas may have leaked down to the strata where 
domestic servants belong. ” (Strindberg, 1992: xii)
They share that they are doing this piece because of its consideration of male 
authority, something that has strong meaning for Eleanor. The intention is to create 
an aesthetic, sensory experience - smells, sounds, light. The cooking of liver, more 
lamps to be used than usual, something about petals. The audience is intended to feel 
the context, to be there in more than their heads. The ambition is to create a sensual, 
embodied experience. The meeting has a sense of importance and ritual; it is both 
information giving and boundary setting, taeit and explicit. It communicates 
aspiration and ambition. As an outsider, it was harder to pick up on all the cues, but 
the interviews following the session made it clear that people felt something 
important had happened. Eleanor had given a glimpse of the strategic plans for the 
future.
“Not a great crowd puller, Strindberg, but that has never stopped the Chief 
Executive's bold TheatreCo regime... Strindberg’s obsession over women 
makes him an unlikely writer for frequent revival in a feminist-influenced 
society. Yet his inner turmoil of desire, fear and suspicion leaves opposite 
voices speaking out loud. ” Theatre Review
5.5.3 Pulling the Plug
The story I have chosen as an episode for Screenworks is that of what was to be one 
of the last Board meetings when I broke the news to the Board and senior Staff that 
the Arts Council would no longer provide cashflow funding to support their 
turnaround efforts. This meant they would have to make a relatively quick decision 
in terms of the future of the company as it would not be long before it could no 
longer pay its salaries or other bills.
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I never liked coming to this part of the city on my own in the evening, it is 
quite a walk from the nearest public transport stop - along a busy dual carriageway, 
across a major roundabout, turn left at the large hotel and through the side streets 
into the square where Sereenworks is based. The roads moan and buzz under the 
traffic, you can almost touch the dirt and fumes. It is not a huge surprise that this is 
an area selected for regeneration, certainly in the early stages of the project it felt like 
the place had been ignored for years.
Several of us, mainly funders, arrive at the same time. Quiet pleasantries are 
exchanged and we soon gather that the Board has been having a pre-meeting. No- 
one, it seems, is looking forward to this. We are met at reception by Neil (the Acting 
Chief Executive) and he leads us through to the back of the building. In a long thin 
room with windows down one side that look onto a back alley several board 
members are sitting around a large wooden table. Papers spread, assorted cups and 
glasses scattered around. Professional acknowledgements are made. The room is 
austere and the ten or twelve of us, I don’t remember exactly how many, are 
hemmed in, once in place there is little scope for any movement.
I think there was an agreed agenda but fairly quickly I felt as if it was a solo 
show, the group were focused in my direction and it was time to deliver the news. I 
had a small furnace in my belly, there was no gentle way to say it and to be honest I 
hadn’t really rehearsed one. Deep breath, clear voice:
“As you know a report was presented to Management Committee to update it 
on the current position with Sereenworks. In the light of the issue of the rent 
increases and the lease conditions it was felt that a viable turnaround could not be 
achieved. The importance of Sereenworks was recognised but it is not possible to 
rescue the organisation at any cost, particularly as it is likely we will be back in the 
same position in a few years time. As such Management Committee decided that no 
further funding would be made available through the Recovery Programme.”
There was an unearthly silence. The group seemed to be more contemplative 
than shocked, I was concerned the message had not been understood, or at least its 
implications.
An ocean of time elapsed and then the Chair spoke,
“So what does that mean?”
Quietly but firmly I said “as of today there will be no further cashflow 
support, and unless alternative funding sources could be found the Board would have 
to seriously consider its position. I am not an insolvency specialist and as such 
cannot give you formal advice about what you should do from here but I can suggest 
some Insolvency Practitioners who would be able to give the necessary guidance.”
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I felt that in many ways they were too tired to fight it. There was no direct 
questioning of the decision, almost a resignation. But as the information settled like 
sand in a bottle, reality started to kick in,
“But, what do we Jo?” asked the Chair
Trying not to sound impatient I repeated that they needed to seek specialist 
advice and that would determine any next steps. I think I suggested some names of 
insolvency practitioners who understood our world; I may even have given their 
contact details. Questions were asked of the other stakeholders, what help would 
they give, can’t they do something, but everyone’s patience with the situation was 
exhausted.
No-one wanted to stand alone and no-one really had the resources to commit 
to the project, it needed at least another £500,000 not to mention the increased 
market rate rental on an ongoing basis. The stakeholders had agreed it was no longer 
a good use of public funds.
I think we all held a certain degree of confusion about how we had got here, 
how had the ‘New Media’ flagship in a converted building only two years old come 
to the brink of insolvency? What would happen now? Linda was very angry, I could 
sense it, her body was held so tight it almost throbbed. She held us all responsible for 
this not going according to plan. How could I just drop this news and walk away as if 
nothing had happened. I had never been through this before either, I had been briefed 
but I had no idea what lay ahead of us all. In later instances of this kind I have pretty 
much always ensured an Insolvency Practitioner was there too, the need for clear 
information seems paramount even if no-one is in a position to really hear or 
understand it.
I tried to keep a very modulated tone throughout, calm, clear and hopefully 
with a sense of compassion. Yet in their eyes I am sure it seemed I was in a position 
to shrug it off, to break the news and saunter off. This may have been a little harsh 
but it is true my job was not on the line, nor was my reputation as a Board member.
I think they may have felt I was very hardnosed, a little too matter of fact. I 
felt that in many ways it had all been said, they knew that there was support for the 
work of the Sereenworks or it would never have made it onto the programme in the 
first place, yet here we were pulling the plug. Had there been an alternative proposal 
worth considering I think the Arts Council would have looked at it but it was clear 
that no-one had a solution for what had become and intractable problem. The 
developer had them over a barrel in terms of the lease and someone had accepted 
terms that could never be realistically met by any subsidised organisation. I think the 
conversation travelled in circles for some time afterwards.
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Very real issues of timescales, how to tell the staff, who else should be 
contacted, what will happen to the artists who are owed money. Ironically, this had 
been a preoccupation of the Visual Arts Team at National Office of the Arts Council 
too.
Nonetheless, it was not something that could be resolved through the formal 
insolvency process; they would become creditors with the same status as the 
photocopier provider, printer, IT Company and anyone else. This became a bone of 
contention for some time afterwards, it was almost as if the stakeholders had 
accepted the staff could be sacrificed but the artists were a different matter.
It was the end of the attempted turnaround and the beginning of a new 
journey, everyone was committed to salvaging what they could from the debris but it 
was not clear what this amounted to. The only winner was the developer who gained 
a refurbished building (albeit of somewhat specialist use) and had a public body tied 
in as the holder of the Head Lease. They were also to oversee the gentrifieation of 
the area which significantly increased the value of the property.
By the end of the meeting we were all spent, the energy involved in 
moderating and managing the web of emotions was intense. I wonder what it might 
have been like if people had genuinely said what they were thinking. I think for the 
most part the Board would feel it was set up to fail, the seepage of emotion would 
have allowed the blame game in and to be fair to everyone in the room this we all 
wanted to avoid. That was to come later as artists, the press and online communities 
all sought their pound of flesh.
I know I was there as part of a group and I know I was being supported and 
willed on, nonetheless there were times when I felt completely isolated. Only I could 
deliver the message, only I could give some sense of what might happen next. I think 
it looked to some of the Board and staff as if I had personally cut up their bank cards 
and burnt the cheque book. Something a number of them would hold against me for 
some time.
Yet, all the time I had to hold in mind that however difficult it was for me at 
moments during the meeting I was not one of the ones who would have to go 
through a massive and apparently enforced, personal change. I could go back to the 
relative security of the Arts Council.
“Consider what happens when a company dies.
The community of people bound with that company is tom apart.
People lose jobs; they are set adrift, without a work community.
The debt the company owes to its previous generations, who gave 
themselves to its future can no longer be fulfilled.
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And the company’s constituents — its customers and suppliers — are 
bereaved.”"^  ^(de Geus, 1997: 184)
A press release of the journey of the Sereenworks Centre written by one of its key 
ex-employees echoes de Geus' observations:
we should not forget what has been lost. Over 20 people lost their jobs on 
the day Sereenworks closed and did not receive redundancies, notices etc 
that were owed to them. . . .a major city, does not have any permanent space 
for exhibition of independent film and video work...Finally, the city remains 
without an accessible film production facility for experimentation and 
creativity on 16mm. ”
The final days of an organisation can certainly be grim. They become a maelstrom of 
recriminations, blame, shame and confusion. Last minute bargaining by some, 
outrage from others, few seemingly able to accept the situation. At Sereenworks, the 
Board blamed the funders, the staff blamed the management, the stakeholders 
blamed the Board and each other, the artists blamed pretty much anyone who had 
ever been involved. None of which, of course, made any difference to the final 
outcome.
The experience of the people in this situation bore little resemblance to the neat, 
linear models presented in much of the research on insolvency or organisational 
learning. At Sereenworks there was a link between the emotional/uneonseious 
domain and collective action. That which is often rationalised and individualised 
may in fact have had emotional and collective origins. It is not always easy to 
understand the root cause of our actions; the anxieties inherent in this organisational 
drama were creating distortions and difficult relations with the external world.
As I review the different Sereenworks’ voices and stories I am reminded of this 
complexity and how difficult it is to understand how events transpired as they did, 
even a national newspaper reported it as “impossible to understand rationally but 
possible to describe.”
Based on original formatting
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6. Interpretations
This section is eoneemed with interpreting the available data in relation to the two 
questions posed by this research (as outlined under section 1.1 Key Questions):
What light do the three organisations studied throw on the nature of 
organisational learning?
What was different in the two organisations that survived compared with that 
which did not?
In responding to the first question I have considered the ‘episodes’ in further detail in 
relation to organisational learning using the expanded levels of learning as an 
interpretive framework (Appendix 8 shows more detailed interpretations). These 
episodes are short stories, not necessarily complete tellings, but are intended to give 
an insight into the participants and their organisations; they could be viewed as 
acting as fractals for the wider system. They are also an attempt to acknowledge the 
different voices, as was mentioned in the methodology section, “the goal of 
fieldwork is to recognise patterns, the goal of writing ethnography is to express 
them.” (Goodall, 2003)
In drawing out these stories I am mindfiil of building relationships between the 
participants, me as researcher and the reader. They are ultimately though a series of 
constructions intended to reveal patterns from the wider data set in a form that is 
meaningful and manageable. I am building on the notion that stories in themselves 
are theoretical and analytic; as the elements of the story are chosen they are in 
themselves acts of interpretation.
From the detailed episodes, and looking to the extended data set, I then take a step 
back to paint a portrait of each of the organisations this includes some of the core 
metaphors and vivid phrases that give a wider sense of the organisation in context. 
This is an attempt to explore how far some of the patterns in the episodes extend into 
the wider organisation and is based on the ethnographic approach outlined in the 
methodology chapter.
Having moved from the detail to the wider context the section concludes with a more 
comparative perspective in the light of the event of imminent insolvency and 
considers areas of similarity and difference between the three organisations.
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6.1 Interpreting the Episodes
6.1.1 Kevin Carter
Constmcta has been producing exhibitions since it first opened in 1999; the artists 
involved in its creation had also exhibited in other venues before the gallery opened. 
On this basis it was apparent that Constmcta drew on existing capabilities and 
knowledge in order to present the Kevin Carter work. Many past routines were 
utilised: planning, fundraising, creating relationships, organising marketing, 
preparing the interpretative materials, developing an education programme and so 
on. Behavioural patterns, possibly features of the culture, were also manifested. 
There was a degree of automated behaviour around achieving the right production 
values, delivering on time, giving all your effort, and respecting the artist.
One of the Gallery Co-Direetors also talked about a lack of time for reflection, 
suggesting that people knew what had to be delivered and it was acted upon rather 
than stepping back to look in detail at the process and observe any changes in 
context. Learning 0 denotes an absence of change, but this does not mean that the 
team lacked skills or was inadequate in the way it undertook its tasks. In fact my 
observations and those of the research participants themselves suggested that they 
knew exactly what to do and that as a result very skilled and competent behaviour 
can be automatic.
Learning I involves a change in behaviour to meet stable or familiar goals, i.e. for 
Constmcta the mounting of exhibitions is something they do on a regular basis. In 
terms of the sheer scale of the installation for the Kevin Carter piece there was 
evidence of new operational skills. The use of the metal, planning the eonstmetion 
and installing the technology all required different solutions to their usual process.
“...the funding was late, it took much longer to construct than we expected, 
we had to get a load o f volunteers and people worked three days solid. 
Everyone was exhausted... ” Project Manager
Another change in context was the fact that the relationship with the international 
artist was often mediated by third parties, either a translator or the festival 
organisers. The timescales and late decisions on funding meant that some processes 
and procedures needed to change and they used existing networks to find emergency 
help.
Learning II is a change of pattern and opens up the set of alternatives from which 
choices are made, events are punctuated differently.
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In undertaking the Kevin Carter exhibition, it is my interpretation that Constmcta 
experienced a new relational reality with an unfamiliar international artist. Where 
tmst is such a fundamental part of their relationships and such tmst is usually earned 
over a period of time undertaking a mediated relationship with an artist they have not 
worked with before required a degree of adaptation. The Chair &Viee-Chair 
succeeded, where the rest of the team had previously failed, in sharing some of the 
culture with the artist by just ‘chatting’ at the exhibition’s opening night.
“...for two weeks we have being trying to make them understand what 
Constmcta is about...it is a public space where we want people to BE and 
that is our ethos, we want them to engage and we want them to have a 
learning experience and we want people to grow as a result of seeing that 
extraordinary piece... ” Co-Director
“Now, we didn 7 know we were saying it all, we were simply talking about 
what Constructa meant to us. ” Chair
One of the Directors recounts the complexity of the experience and the emotional 
containment the team learnt; the difficulties were “undiseussable”, as in the poem in 
the Meaning of the Box section.
Any member of the audience who arrived expecting the traditional ‘white cube’ of a 
gallery will also have experienced, at least temporarily, a change in context, 
something which confounded expectations and their own Learning 0 or I. In some 
ways they had to behave more as if they were attending a theatre or a cinema, all of 
which was happening while inside an old church, which I would suggest highlights 
the important inter-relationship between learning and context.
Drawing on the notion of unwritten mles (Seott-Morgan, 1994) there was some 
resonance between the exhibition and the organisation as a whole: delivering against 
the odds; finding alternatives; staying focussed on the goals; building relationships 
between artists and audiences -  above all “the show must go on.”
The comments in the comments book were among the most articulate, profound and 
emotional I have ever seen. People talked about how hard it was to watch and then 
discuss, how much it made them think about what the public are given through the 
media, some talked about what decision they might have made if they had been 
behind the camera. A number of people, me included were profoundly moved by the 
work, we were collectively confronted with our own humanity and it was hard not to 
have a sense of connectedness. This may have resembled something close to 
Learning III in that it highlighted and fundamentally challenged personal paradigms, 
so much so for the photographer that it contributed to him taking his own life.
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I found no data that suggested Learning III had oeeurred for the organisation as a 
whole.
6.L2 Miss Julie
I chose the short story of the Meet and Greet partly because while in many ways it 
appeared a simple and pragmatic event, as I spoke to people afterwards I found that 
it was very complex with different layers of meaning for the various participants. 
There are many clues in it as to how the organisation has overcome the crisis and 
transformed - boldness, risk taking, the Chief Executive asserting her artistic role, 
team working - it also felt like an important learning event.
I would argue that it was about more than information exchange, it was about 
relationship building and future direction. It was also about recognising patterns, 
seeing the similarities and differences, the context in which the activity was 
happening. In this meeting there were probably a number of people who attended 
that went through a relatively automatic response and may not have learnt anything 
new. As we walked into the space there were a few mumbles and grumbles about 
having to be there.
It appeared to me that some people had not expected to learn anything new as they 
believed they had all the knowledge and skills they needed to carry on with business 
as usual, that in essence they were only interested in signals of change for them and 
once they learnt their roles were the same Learning 0 was appropriate from their 
perspective. It may have been the case that some colleagues around them felt they 
should be learning something, although this seemed to be less likely the case than it 
had been in the past. One of the Front of House Managers had described how when 
he first arrived he found a ‘team of quite established staff who were quite set in their 
ways’, while there were initial resistances, asserting Learning 0 in reaction to a 
possible change in context, he felt he was able to break these down over time, 
mainly through natural turnover.
For those staff having to deal directly with the public it was a chance to gain 
knowledge and skills spécifié to the next production. They needed to present an 
informed view to their audiences and give an accurate representation of the 
production. It is hard to pre-empt the sort of questions they might get asked and as 
such they needed to take on quite detailed information about the east, the writer, the 
seating plan, its suitability for certain age groups and so on. It was a chance to 
discuss what had happened for previous productions and how they dealt with any 
changes, particularly the “in the round” configuration.
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From my perspective this was effectively Learning I and although they essentially 
held the same role for every production each new play brought a new context and as 
such the potential for Learning II. All the staff present understood the explicit 
intentions of the ‘meet and greet’. What was interesting, as I gathered from later 
interviews, was the level of unwritten cues they gained, arguably Learning II. As one 
participant said:
“ ...there’s certainly not a lot of written rules for the Theatre, so much of it is 
based on common sense and a common goal, you know, sort of sharing the 
same goals as each other and just making it happen. ” Eric, Marketing 
Officer
It appeared that the meeting created a change in relationship and something new 
emerged. It was at TheatreCo that I think I came closest to an example of Learning 
III and it was particularly expressed by Eleanor, it was manifest in her statement to 
the actors:
“Where do my mind, body and emotions have to be, to be in this play. ”
A question that echoed Strindberg’s own desire for authentic performances and the 
aesthetic approach learnt by some of the Ensemble on their intensive course with 
AetorsCo. This was not about learning lines and being able to carry them off on 
stage with some degree of plausibility (Learning I) this was about personal 
transformation (Learning II or even III). Only at this level did she believe the right 
level of relationship could be created with the audience.
Secondly, it was about her personal journey over the last eight years. She had been 
forced to manage the organisation and its crises, something which on several 
occasions she admitted was out of her realm of experience. She also managed the 
difficult breakdown of the relationship between herself and the Executive Producer. 
She became known for an explosive temper and the need to constantly defend herself 
and her abilities, on occasion this put her at odds with staff members and the Board. 
However, since the arrival of Richard, the Operations Director she talks comfortably 
about a noticeable change in her approach.
“He has made such a difference to my experience of work...he’s taught me to 
win the war not the battle. ”
She has done a lot of work on herself; taken up meditation, attended retreats and 
feels she is aging gracefully a factor which she also attributes to her transformation.
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“That's because I ’ve got older you know I think, 1 really love it, and i t ’s 
allowed me to be a lot kinder to people without being weak...y  ou get older 
and you learn and you get a bit wiser. ”
In talking to her I was conscious of a new calmness and a powerful self-awareness 
which was having an impact on how she interacted with the organisation. Her 
personal transformation, Learning III, had enabled her to form new relationships and 
to feel less threatened by the organisation as a system. She felt much more able to 
relinquish control, which in many ways helped her be more in control of the vision 
and the direction that TheatreCo was taking.
6.1.3 Pulling the Plug
While the episode I have used for Sereenworks may not have been the formal 
meeting at which the Board finalised placing the organisation into liquidation it is 
the point at which they learnt that there would be no further external financial 
support. It was the catalyst for the decision that the organisation could no longer 
survive in its current form. Like the TheatreCo event the meeting contained clues as 
to the nature of the organisation and how it had come to this point.
Despite prior warnings and knowing that ftirther funding was being considered 
carefully by the Arts Council there had apparently not been any consideration that 
the decision might be that Sereenworks should be rejected from the Recovery 
programme. There had been little attempt at contingency planning and the Board had 
not taken any advice on what their position was if the funding should be withdrawn.
There might still have been some options but as one of the consultants suggested:
“By that point the hope and the enthusiasm and the energy that might have 
been there at the beginning had all dissipated. ”
No-one really wanted to be having this meeting and much of the emotion was being 
carefully contained. In my experience it is a eharaeteristie of the sector that however 
bad it gets the people involved believe that there will always be something around 
the comer, another grant, a new area of work or a commission.
This naïve optimism, in hindsight, was driving automated behaviour because despite 
all the warnings given by stakeholders and the external consultants I do not think that 
the staff and Board ever believed the Arts Council would pull the plug. This may be 
in part due to the Arts Council’s own behaviour because it was the ease that the 
decision could have been taken earlier.
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“ACE could have pulled the plug earlier you know, if there was a shared 
feeling about the model not working then, but I  suppose politics come into 
play. ” Stakeholder
Some of the automated behaviour was also driven by a belief in natural justice, that 
at some point someone would spot how unjust the whole position was and would put 
it right. This was a view of both some of the funders and the Board; they knew that 
the Symphony Orchestras and some of the major theatres had received seven figure 
grants through the Recovery Programme, why for a moment should they think that 
the Arts Council would deny them the £500,000 they needed. On this basis the 
meeting demonstrated a high degree of Learning 0, there was little recognition of a 
changing context and an ongoing assumption that someone externally, the 
consultants or the funders would provide the answers.
Towards the end of the meeting once the news had been delivered there was some 
recognition that things were about to change and they would have to learn some new 
skills, knowledge or behaviours. If nothing else they would have to take 
responsibility for the next steps as only the Board has the authority to make the 
decision and then place a company into insolvent liquidation. While they did not 
know it at the time the funders were also about to learn a range of new skills and 
knowledge as they dealt with the fall-out.
“...so at least I  got something good out of it, a renewed sense of confidence,, 
but also having gone through it and with the Recovery Programme saying 
you know actually the liquidation of the centre wasn 7 the end of the process, 
actually we can put some money into making it secure... we 7/ set up the new 
company and now, you know, it’s a really good organisation. ” Stakeholder
While the meeting may not have demonstrated Learning I there were signs by the 
end of the discussion that people had recognised a change in context and as such 
some new learning would be required. They were about to enter a new process which 
none of them had experienced before, suggesting there would be a need for at least 
Learning I if not Learning II. They went on to rely heavily on the Insolvency 
Practitioner to guide them through the liquidation process. In a sense the meeting as 
a whole denoted a significant paradigm shift, their worldview as an organisation 
would change dramatically from this point as it would no longer exist in the same 
way, creating the possibility for Learning III at least for those who went on to set up 
the new organisation.
For some, as Bateson suggests of Learning III (Table 3), it was too much to bear.
The Centre would close, the staff would be made redundant and the new company 
would have a more tightly focussed remit.
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The consultants were much more aware of the messages that were eoming from the 
stakeholders, whieh were denoting a forthcoming change. They were also aware of 
the signals or ‘context markers’ (Bateson, 2000a: 289) that signified the current 
context. They had been discussing for some time that the financial model underlying 
Sereenworks could not be made to work, the lease arrangement had made the long­
term prospects of a publicly funded organisation very difficult. They were also aware 
that the meeting at the Arts Council that was discussing whether the funding would 
continue was likely to decide against fiiture involvement. Despite advising the Board 
Members that this was likely to be the ease, it was apparent from the meeting that 
they were ill-prepared for the outcome and had certainly not considered their options 
if the Arts Council was to withdraw.
6.2 Interpreting the Organisations
This section now steps back from the detailed focus on learning in the episodes and 
considers each organisation in turn using the wider ethnographic themes outlined in 
the methodology.
Constructa
For many years, at the core of Constructa has been the notion that it is artist-led. It 
arose out of the vision of a group of artists and retaining this mantle has meant more 
than a strap line. In talking to the Co-Direetors it seemed to allow the organisation to 
share the values and characteristics of the artist -  creative, experimental, dynamic, 
flexible, inquiring, awkward, provocative and so on. Constructa has encouraged the 
artists it works with to develop their work in new ways, to experiment with new 
materials, and to work on different scales. The founder Directors talked about the 
resourcefulness it took to set up Constructa and the changes that have happened over 
the years.
“We had a, we had a small office in the, actually a converted toilet in our 
studio ((laughs)). We, w e’d taken the cubicles out, built a bench across all 
the urinals and had a big table in there ((chuckles)), and err, yeah, we spent 
most o f our time in there just doing administrative stuff as far as I  remember, 
making funding applications and err, there was, there was quite a bit o f work 
to be done to make the building useable that the City Council took on but we 
did support that, that with them. ’’Co-Director
Their quality standards are based on the relationship of the audience to the artist and 
the work. They are looking to people to be moved or transformed by the work. The 
other manifestation of their artistic focus is that they have maintained since its 
inception an entirely part-time team.
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This is seen as helping to expand the knowledge base of the organisation bringing in 
external influences and interests and extending the networks they are connected to.
“I mean one of the, one of the other reasons that we like working on a, you 
know having a part-time culture is that people do other things and where 
people are willing to share those other things with the organisation that’s 
always, you know, so like S on the KN actually he’s got a whole network and 
actually, a knowledge base around environmental issues and international, 
aid, which (0.2) you know if he’s excited and wants to bring that to a project 
and it’s appropriate, then that’s, that’s great... ” Co-Director
The focus appears to be on cross-fertilisation and staying current with artistic 
practices. However, in practice it seemed to be serving to inhibit the development of 
a team as it focussed on the autonomy of individuals. The expectation was that you 
had to take responsibility for your area of work and that you had the freedom to 
develop your own ideas. Despite this apparent openness the Co-Direetors were still 
seen as the key decision makers and their lack of availability served to delay some 
decisions and maintain a clear hierarchy.
When I interviewed and observed the staff it became clear that several of them felt 
that despite the fact that it was widely espoused the organisation could no longer 
claim to describe itself as purely artist led. Indeed, this mantra was becoming 
divisive because those that felt they did not fit this definition (because they had 
education or administrative backgrounds) suggested they were not valued in the 
same way as the practising artists. They also felt less able to speak about the work or 
have a view on the quality of the programme.
Several of the younger and less confident staff therefore found themselves in a 
double bind whieh on the one hand said “you have all the freedom in the world to 
make your own choices” but actually meant “you must do what the Directors decide 
or want.” This was having an emotional impact in terms of frustration and confusion 
which in turn for some of the team was having an influence on the nature of learning 
within Constructa, they felt it was safer to stick with learning 0 until they were given 
permission to move to learning I or II.
“... I  shouldn’t say we, I sometimes feel there is a lack of leadership uhm 
you ’re not really sure whether what you ’re doing is what you ’re meant to be 
doing, you, and you might think of an idea and you, and things are proposed, 
and then its like oh yeah that’s a good idea we ’II we ’II look into that or think 
about that and it kind of just sits in a limbo. ’’Neil, Administrator
This splits the organisation, something which is mirrored physically in the building, 
in that the ‘senior’ staff have a different view and approach.
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They express frustration about the apparent unwillingness of others to be proactive 
and to make their own opportunities. The limitations on funding are used to reinforce 
this issue in that everyone is aware that any decision involving the need for resources 
is not to be taken lightly. The process appears to be to bring such discussions to the 
staff meetings, but as these are not always quorate decisions are not necessarily made 
quickly.
Despite the tensions the core identity of Constructa was consistently expressed by all 
participants and they were committed to its work. In only one case did the participant 
express the view that the programme had lost its way and no longer occupied the 
innovative position it once held within the visual arts sector in the city. She chose to 
deal with this by initially doing work elsewhere, which she felt was more 
challenging, and eventually left the organisation.
The main purpose of Constructa, as described by the staff, is to provide a place 
where artists can come to make new work. This is important in terms of 
understanding how its structures and processes work and the impact this has on the 
cultural patterning of the organisation. By placing artists and the creation of new 
work at the core of what they do Constructa is opening itself up to uncertainty and 
risk. This may in part be why the building of strong and trusting relationships is so 
important to their work. In commissioning an artist the outcome is never certain, you 
can specify broad parameters, themes, materials and size but it is not until the work 
arrives and is installed that you know what you are dealing with.
This means there is a looseness inherent in their approach but an underlying anxiety 
that they do not know what will happen next. This implies the need for strength in 
terms of automated learning and for Learning I, whatever happens the organisation 
needs to be able to kick into action and get the show up and running. It also suggests 
there might be a value in the organisation being able to operate at Learning II, being 
able to adapt and respond, bringing together different frames and taking on new 
forms of response.
This creates a tension between the nature of the work and the need to constantly raise 
funds from a public sector which through its public accountability is generally risk 
averse. This means that the identity of the organisation can strain against its need to 
secure funds to survive and grow. Much of this anxiety appears to be managed 
through a lack of reflection and staying in motion. As with the Kevin Carter 
exhibition several participants felt it was just too painful and raw to be able to reflect 
on it at that point, although my sense was it would not be revisited at a later date.
The demands for funding the growing organisation have led Constructa to diversify 
its approach to include education, the artists’ resource and private hires.
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These are approaches which need different resourcing and processes and as such ean 
sit uneomfortably with the primary task. Concerns were expressed about education 
funding beginning to dominate their work. Equally, the need to be able to cater for 
weddings and conferences requires a different working approach which is more 
based on certainty and efficiency.
When describing the artists’ resource one participant said she felt it was not seen as a 
priority and as a result was often under-resourced. While she thought artists’ 
development was expressed as a fundamental concern this was not what happened in 
practice, the focus remained on the exhibition programme and the gallery space.
TheatreCo
TheatreCo’s crisis happened at a time when the entire theatre sector was in turmoil 
and anxiously anticipating increased levels of funding. The costs of running the 
theatre buildings, many of whieh are listed, were increasingly eating into available 
funding and less and less was spent on the stage. At the time the new Chief 
Executive arrived at TheatreCo audiences had drastically reduced, it had lost its 
reputation as a producer of quality work and staff morale was very low.
She brought with her a determination to change the artistic positioning of the theatre, 
she was certain that audiences could be brought back into the building and the 
mechanism she used to achieve this was the creation of a resident ensemble of actors 
who would have an ongoing relationship with the theatre. While some work would 
be brought in, the focus was on building an organisation where the core purpose was 
creating a strong relationship between audience and actor.
The TheatreCo Ensemble was formed in 1998 by Eleanor (Chief Executive) and the 
then Executive Producer. The objective was described as being
“To develop an ensemble company, performing a classical repertoire, in the 
belief that this allows for the best quality work both individually and 
collectively, and to touch the human spirit through the Actor/Audience 
relationship which is at the centre o f all great theatre. In addition, we ensure 
the best possible quality in production values, and have developed and 
supported the highest quality in direction and design. ”
Much of the early effort in the Recovery process was a focus on developing the core 
ensemble, finding the right actors, agreeing the repertoire, creating a programme of 
company development. Those working in the operational departments like 
marketing, finance and technical knew that the priority was the actors and that all the 
resources were driven towards what went on the stage.
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They knew that rebuilding an audience meant regaining their trust and it was felt this 
eould only be done by creating direct relationships with the actors; everything 
became focussed on this relationship.
The choice of creating the ensemble was an unusual one and was made at a time 
when most of the other theatres in the country had let their companies go because 
they eould no longer afford the ongoing costs. The Chief Executive was adamant that 
existing on the basis of touring in other work was not an option. It would not allow 
TheatreCo the ability to manage the levels of quality it was aspiring too. This was a 
risky approach to take because there was a danger that the funders would not accept 
this as a reasonable position and she did not offer any other options.
Structured around a series of Departments, at the beginning of its turnaround these 
had become fragmented and isolated, concerned with their own protectionism rather 
than being part of a wider system. People were worried about their jobs and as such 
were trying to defend their positions. The early stages of recovery were characterised 
by conflict, positioning and politics. A rift developed between Eleanor and Max, the 
Executive Producer, whieh was by all accounts explosive. At a senior level there was 
limited emotional containment and this leaked into the rest of the organisation. Staff 
learnt to keep their heads down and wait until the rows had subsided. A bitter 
personal dispute that ended in Max’s departure.
Considerable effort was then made to reunite the organisation. Many of the 
participants interviewed talked about the theatre being like a family. A series of clear 
unwritten rules had been embedded whieh developed a culture of support. 
Mechanisms were put in place for the distribution of information and to ensure staff 
were being effectively managed. The Meet and Greet is one example of the 
processes that were put in place to bring people together.
High quality drama is very dependent on a smooth running production process, 
which often involves staff in creative problem-solving and working closely with 
others. It is a fast paced environment driven by tight deadlines and the maxim that 
the show must go on. A number of the staff complained about not having time out to 
review, they also bemoaned the fact that they were not very effective at forward 
planning.
“Never plan in the morning what you intend to do in the day. ” Front o f  
House Manager
While this was seen by some as a weakness in the organisation, I also observed that 
the team thrived on short deadlines and rising to the challenge.
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It seemed as though they were comfortable with not having to stop and reflect on 
how things were working, they did not have the time to express what they were 
really feeling, how tired, or stressed or frustrated they might feel. If they ever got to 
a point where they might be able to step back the next deadline was aheady upon 
them. The data suggests that they had moved from a Learning II pattern to Learning 
0, moving at a fast pace had become part of the current context and to a certain 
extent relied on automated behaviour.
At that time TheatreCo did not operate a formal appraisal system either so any 
feedback that was given was mainly informal and dependent on the line manager 
involved. A number of staff felt they only got feedback when something had gone 
wrong, the rest of the time they assumed they were doing alright if they had not 
heard otherwise. So TheatreCo operated on a variety of levels of learning from 0 to 
II at different times and at different levels of the organisation. It had also moved 
from an emotional patterning whieh in the early days of Recovery was barely 
contained, characterised by arguments, anger and fear to pride, support and 
enthusiasm.
It was however concerned with the wider ecology of its audience and how you build 
long term relationships; it chose to do this by building personal interaction and trust. 
Whieh meant everyone learnt how to create a new relational reality beyond the 
Theatre’s walls.
Sereenworks
It is hard to write about the dimensions which constituted Sereenworks without 
feeling a sense of sadness and frustration. All the participants I spoke to during the 
research expressed a sense of vivid injustice, whieh they eould still recall some five 
years later. This was, according to the stakeholders and consultants, a dysfunctional 
organisation in a dysfimctional ecology and the overriding view was that it was set 
up to fail.
Yet somehow it was allowed to absorb several million pounds of public flinding 
before this could be faced up to; it was effectively created by the wider system, a 
combination of the organisation and its context. As the Interim Chief Executive said 
it was an organisation that was created from two failing organisations.
“As I  remember it was two failing organisations coming together instead of 
one kind of flourishing organisation taking another under its wing and 
making it succeed. ”
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Without any preparation or support the two organisations were thrust together, 
creating a culture whieh was disjointed and remained true to the founding 
organisations rather than creating something new. The processes and structure did 
little to resolve the tensions and as the crisis worsened the organisation became more 
fractured. In considering the data it appears that Sereenworks never achieved 
Learning II whieh might have helped it adapt to the relational shift. There was also a 
growing sense of helplessness.
The Finance Consultant talked about being served the strongest coffee she had ever 
been given in her life and what that said about how the organisation was behaving.
“It was the strongest cup of coffee I  have drunk in my LIFE. Fm not joking 
you could have got high on it and I  remember thinking what’s an 
organisation, you know, if this is what they are drinking actually they ’re all 
high on caffeine here. What does that mean? You know they are all so tired 
that this is the only way they get through the day. ”
The two Acting Co-Direetors were relatively young and not experienced enough to 
deal with a crisis of this scale. One of the Acting Co-Directors in particular became 
increasingly problem saturated; when you visited you were allowed little time with 
the rest of the staff before she whisked you off to her office and closed the door. This 
room then betrayed the extent of her difficulties - more often than not she would 
have to move a pile of papers from the spare chair and the rest of the room was 
barely visible under the mountains of paper. She rarely spoke to anyone without 
delivering a long list of issues that needed attention and her dominant approach was 
fight rather than flight and she appeared to have endless battles with staff and 
external advisers.
In my view as researcher the fundamental issue for Sereenworks was its lack of 
identity, the enterprise simply did not know what it was. The various staff members 
may have had a view of what they were there to do but the parts never became a 
whole - created as a flagship for artists’ moving image the organisation had lost its 
way. Such was the loss of direction that even when I questioned the funders on 
several occasions they did not know what they were funding anymore.
The commitment created by significant investment and its intended leadership status 
for the moving image sector meant people clung on to what had become a chimera. 
The funders, representing the wider context, seemed to find it harder to let go than 
many of the staff. They were bargaining until the last minute to find a solution. This 
endorses Bateson’s view of the levels of learning being relational, that is learning is 
closely linked to the nature of the system in context.
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The laek of identity meant that there were tensions between a number of eore 
purposes -  developing artists, building an archive, providing a production service, 
showing high quality work or running a cinema. None of the focus seemed to 
consider survival or the relationship with the audiences. The Interim Chief Executive 
pointed out to the Board that while their marketing had very high production values 
they were actually spending more on it than they were generating in income. 
Different parts of the organisation had different views on what the primary task or 
tasks should be and they seemed unable to reconcile them. One of the consultants 
likened it to working with a bunch of prima donnas.
Different strategies were then employed to try and contain the emotion generated by 
the crisis and the tension around identity, task and structure; what might be seen as 
managing the symptoms of the absence of Learning II. For Linda the main approach 
was ‘busyness’ if she kept writing lists and sharing the problems she could just about 
cope with what was happening. For others the approach was to exploit the 
organisation’s facilities and create work outside, two diseiplinaries were held for 
misuse of the equipment. Neil focussed on the collection of artists’ moving image 
and acted as a mediator between the various sources of conflict within the 
organisation.
The internal processes were as fragmented as the identity of Sereenworks. One of the 
income generating strands was supposed to have been equipment hire, yet there was 
no inventory, no hire forms and no damage reports. Staff took equipment home and 
it was seldom checked when retuned. No-one ever knew exactly what equipment 
Sereenworks owned.
“One thing that was very clear was that the controls over the finances and
the asset side of the hire business were almost non-existent. ” Finance
Consultant
The Board endeavoured to conduct business as usual, apparently in denial about the 
financial position and beguiled by the artistic expertise; spending considerable time 
talking about the art. The Board and some staff members never believed that the 
funders would withdraw and as such there was no need for them to take any action. 
They could sit back and let the consultants and the funders sort the situation out. 
Even when it came to the point of liquidation they did not seem to realise they would 
no longer have a role.
While the identity of Sereenworks was never hilly established, its place in the 
regeneration of the local area was more successful. So much so that several 
participants regarded the situation as Sereenworks being punished for its own 
success. The square in whieh it was based soon housed several other contemporary 
galleries as well as bars, restaurants and city apartments.
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When the first rent review eame in for the gallery it was estimated by the valuers that 
it would more than double.
This fractured environment offered Sereenworks the possibility of achieving a great 
deal of learning, however, the data suggests that they saw it as offering little scope 
for learning and most of the staff were doing the best they eould to get through the 
day. They were either going through the motions or chasing their own tails. The 
levels of anxiety and the loss of hope seemed to ensure that Cinderella’s Coach 
became a self-fulfilling prophecy. With limited goals other than some short-term 
fixes, a context, whieh was not behaving as anticipated and a laek of emotional 
containment the organisation had little room for manoeuvre.
6.3 Making Comparisons
As stated at the beginning of this section one of the questions this research set out to 
address was ‘what was different in the two organisations that survived compared 
with that which did not?’ The episodes and organisational overviews suggest that 
there were a number of both similarities and differences between the organisations, 
which I will now consider in more detail. The intention being to explore storylines 
which move across the organisational boundaries in order to take account of the 
detailed episodes and of the wider data collected in and on each organisation.
A number of dimensions emerged from the data -  the nature of senior management, 
internal and external power relationships, the emotional field, the physical space, 
programming and relationship to action -  whieh have been used as the basis for 
comparison. These dimensions are explored in order to consider how each 
organisation responded to the event of imminent insolvency and what, if anything, 
these responses had in common.
All three had a shared male and female leadership in the form of the two most senior 
roles, although in the ease of Sereenworks they were younger and much less 
experienced. At Constructa the two Co-Direetors had been involved since the 
organisation was created whereas at both TheatreCo and Sereenworks the managers 
arrived at the height of the organisational anxiety just before the applications to the 
Recovery Programme were made. At TheatreCo the partnership of Chief Executive 
and Executive Producer became quite challenging and had a significant impact on 
the confidence of the wider team. It was not until the Executive Producer left and the 
new Operations Director was appointed that a more harmonious relationship 
developed.
The three organisations were quite different in scale, with TheatreCo being the 
largest, but each was structured in a fairly traditional hierarchy.
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While TheatreCo and Sereenworks were organised around functional departments at 
Constructa available resources meant that staff were multi-functional and were 
expected to work across a number of areas. In terms of structure it is Constructa that 
stands out from the others because all the staff were employed on a part-time basis.
The locus of power, in respect of future direction, differed in each of the eases.
While Constructa did depend on external funding, ultimately the options for their 
future rested with them. They spoke as if their destiny was in their own hands and 
something they would make choices about if the funding finished they would go off 
and do something else, as they had done before. At TheatreCo it appeared to be a 
balance between the internal and external, where the funders had the capacity to 
impact on the future of the theatre but the Chief Executive had a very clear view of 
the direction she wanted to take it in.
Of the three, the data suggests that Sereenworks’ staff believed they had the least 
power or control over the organisation’s future. The stakeholders had been 
influencing its direction for so long that they seemed to have developed a form of 
learned helplessness (Peterson, Maier, & Seligman, 1993) internally. This sense of 
destiny and power to act also appears to reflect where the organisations positioned 
themselves in time. TheatreCo was very much focussed on its future, as was 
Constructa. Sereenworks, however, seemed to be more located in the past as the 
Finance Consultant noted.
“I think o f it like hanging on to a rock and the tide’s dragging you away and 
you ’re hanging on ever harder. So there were a number of times during the 
workshop when I  said OK, very nice, but why are we doing what we ’re doing 
now and how can we improve it.
They kept referencing back to well that’s how we’ve done it...the 
explanations were rolled off in past terms and it was very hard to persuade 
them to let go....their identities were forged in the predecessor organisations 
and the new organisation wasn’t offering them a more attractive identity than 
they already had so why would you give it up? ”
In entering the Recovery Programme the three organisations also had different forms 
of endorsement from their key funders. For Constructa the support was both for the 
current organisation and its work as well as what it might become in the future. In 
terms of TheatreCo it had reached such a low ebb that the support was for the new 
artistic vision and what the organisation might become. The endorsements for 
Sereenworks were based on a view of what it might be and a sense of obligation 
because of the financial commitment that had been made to date.
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Each stakeholder also seemed to be supporting a different facet of the organisation -  
the cinema, the education programme, and the collection -  rather than the whole.
In terms of the wider context both Sereenworks and TheatreCo were part of sectors 
that were undergoing major shifts. The theatre sector being well established with a 
long history but a crumbling and underinvested infrastructure, whereas the moving 
image sector was emerging out of a number of niche areas and had to face the role 
that technology was having on shaping its fiiture. The visual arts sector also has a 
long history and at the time of Constructa’s financial crisis it was not facing any 
specific policy shifts or initiatives, in fact if anything with the advent of Tate 
Modem, the Baltic and ‘Brit Art’ it was enjoying somewhat of a revival.
All three organisations shared a common respect and enthusiasm for the artist, at 
Constmcta and TheatreCo this was exemplified by policies that placed the artist at 
the core of their work. At Sereenworks the staff, funders and consultants all 
suggested that its strategic vision was missing (or never quite realised) and as such 
while there was a great deal of support for the artist it was not clear where they sat 
within the organisation. One of the founder organisations was formed as an artists’ 
collective and their tradition was carried on through the “Collection” of artists’ 
moving image.
The characteristics of their physical spaces were also a feature of each organisation. 
The way the light falls through the building, how visitors negotiate the space, the 
surprises it offers - were all important aspects of how the organisations behaved.
At Sereenworks it seemed to reinforce the laek of coherence, different departments 
were contained within their own spaces, whieh despite being subject to recent 
refurbishment were not fit for purpose. This was most evident in the screening space 
and the many weaknesses it had from the perspective of those programming it and 
those sitting in the audience.
At TheatreCo and Constmcta the main activity spaces, the exhibition area and the 
auditorium, are physically at the core of the building. They formed the heart of the 
organisations around whieh everything else operated. While the footprints of these 
spaces remained stable both organisations prided themselves on surprising their 
audiences by using them in new and exciting ways. Constmcta and TheatreCo both 
have buildings whieh are integral to their purpose and approach. The nature of the 
space and the way it is used is a defining element of the identity of both 
organisations, highlighting the aesthetic nature of their work and interactions.
In terms of emotional responses to the crisis both Constmcta and Sereenworks saw 
themselves as victims of their own success. Constmcta had started with a series of 
small project grants through whieh the organisation grew until it reached the point 
where it needed a more stable funding base.
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As their work developed the expectations of artists, funders, partners and audiences 
grew. As mentioned previously Sereenworks was seen as a lynch pin in an urban 
regeneration programme whieh eventually meant that staying in the building was 
beyond its means.
Although they were dealing with different circumstances both Constructa and 
TheatreCo conveyed optimism about the future of the organisation and pride in their 
work, a clear and what they believed was a realistic hope that things would succeed.
“And I think that’s what makes a lot o f the difference of why we are a 
success, is because people actually want us to be a success. Yunno, when you 
go along to conferences and you actually say you ’re from TheatreCo you ’re 
actually PROUD to say I ’m from TheatreCo. And people go “OH yeah I  
know that” whereas you get someone from the Haymarket, and they say 
“where's that? What do you do there?” ((laughs)) ... and people know that 
we do take risks (.) And I  think that’s half the fun of it. We want something 
that’s a bit, risky. ” David, IT Manager, TheatreCo
At Sereenworks the approach was markedly different there was a more pessimistic 
outlook with a sense of resignation that things were ultimately going to fail. 
Constructa and TheatreCo survived against the odds, whereas Sereenworks felt that 
it did not have any reasonable alternatives at the time. Ultimately, this meant that 
events overtook them and the insolvency process determined what the outcome 
would be.
In each of the organisations staff talked about levels of anxiety, about feeling 
exhausted and sometimes overwhelmed by eireumstanees. It was noticeable that for 
Constructa and TheatreCo this was often based on short-term events like the Kevin 
Carter exhibition or the Three Men in a Boat ‘revolve’ problems. At Sereenworks 
this seemed to be part of an ongoing state, they were incapable of talking about 
anything but Sereenworks, meetings were eharaeterised by endless lists of problems 
(Figure 19) and staff were surrounded by piles of paper.
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Figure 19 Mind Map Taken from one of my Recovery journals showing issues raised at one 
Sereenworks meeting
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While it did not have the same sense of being overwhelmed as Sereenworks, 
Constructa, like Sereenworks, also experienced blocked action. At Constructa it had 
become a source of frustration but had not built to the point where the organisation 
was stagnating. At Sereenworks the data shows that difficulties with strategic 
decision making had really made them quite directionless. They focussed on short­
term tactical decisions where some immediate action could be taken, in the 
Stabilisation Unit it used to be described as “lying on the track when they could see 
the train was coming.”
Another characteristic shared by Constructa and TheatreCo was the importance of 
building trust with the people they worked with, whether this was artists, project 
managers, directors, stakeholders or partners. This was a trust that had to be earned 
and meant a sharing of values and purpose. In both cases this trust was built up over 
a period of time and created a core group of people they worked with on a regular 
basis.
The descriptions of working at Sereenworks, “everyone out for themselves,” suggest 
that there was a lack of trust internally between the team let alone outside of the 
organisation. Little work was done in trying to build this trust which potentially 
reinforced the pessimism and sense of being set up to fail.
In all cases the organisations dealt with a mixed artistic programme, although 
TheatreCo probably offered something which had the broadest appeal from the 
annual Pantomime to David Hare.
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They all featured artworks whieh reflected on the human condition and eould have 
their dark elements as much as entertainment value. Sereenworks was located within 
the most niche market, arguably appealing to an informed audience but even within 
this there were problems.
“I can remember saying to the Board on one occasion that the marketing 
budget was greater than their box office income... and I  can just remember 
saying you might as well leave it to chance in hoping that people just walk 
through the door and say what’s on tonight because you ’d  be better off 
financially. ” Interim Chief Executive
In relation to the event of facing imminent insolvency and their working practices 
during the recovery process the three organisations demonstrated different levels of 
learning. Sereenworks seemed unable to recognise and interpret the patterns whieh 
denoted changes in context. It may be the ease that some staff did discern the 
patterns but then dealt with them emotionally through denial or avoidance, in 
cognitive terms this then meant that the situation did not exist and as such did not 
require any action.
In the absence of being able to recognise the changes in context their learning was 
limited to Learning 0 or on occasion Learning I, they were mostly eoneemed with 
business as usual in order to use the responses and behaviours that were for the most 
part automatic. It is also worth noting that most of the time this automated learning 
was applied in the context of the two predecessor organisations, whieh were the 
dominant “organisations in the mind” reflecting the view that the identity of the 
Sereenworks Centre was never fully formed.
Constmcta read the changes in pattern primarily as the evolving nature of the 
organisation, part of its inherent lifecycle. Unlike Sereenworks they did not 
necessarily regard this as being enforced from outside of their organisational 
boundaries and they appear to have had a different perspective on those boundaries. 
The stakeholders may have held some of the solution but they were not pre­
determining the changes that should take place. This allowed Constmcta the scope to 
determine a recovery process whieh built on their prior learning. It also meant they 
could hold on to their organisational integrity, their primary spirit, as they found 
solutions to their resourcing needs.
Emotionally they remained open and the emotional field was predominantly 
positively toned. Analytically they were able to discern different options and create a 
planned, intentional process for moving the organisation forward in the form of their 
Recovery Plan. The embodied nature of learning and its impact on the other 
modalities and the levels of learning were particularly noticeable, as already outlined 
in the Kevin Carter show.
172
Their physical engagement with the show and the exhaustion this created shut down 
their ability to reflect on the experience and arguably the possibility of achieving a 
different level of learning. That is not to say it may not re-emerge in relation to 
another exhibition in the future. That aside the way the organisation operated 
provided evidence of its capacity for learning in a holistic sense as implied by 
Bateson’s framework. They were able to recognise context markers and respond 
accordingly giving them access to Learning 0 ,1, and II.
On my first day of fieldwork, at my first company meeting as previously mentioned, 
the Chief Executive of TheatreCo asked the actors where their minds, bodies and 
emotions had to be to be in this show. This was an extremely sophisticated question 
and seemed to resonate uncannily with the approach my research was taking; I 
almost could not believe my ears. It was recognised that learning an actor’s part 
required an aesthetic approach, but that it was also analytic, embodied and 
emotional. Aesthetically, Eleanor in particular was very attuned to changes in 
context, some of which she was instigating herself. While the staff may not always 
have been able to recognise the patterns themselves they trusted that she would and 
that if they followed her lead the theatre would continue to develop. Emotionally, the 
organisation had gone from a turbulent to a more settled environment focussed on 
collective support. Analytically, the focus was on the learning needed to break down 
departmental barriers.
6.4 Summary
Screenworks, Constructa and TheatreCo all faced the challenge of responding to 
financial crisis. They were also part of the Recovery Programme which offered a 
common framework and financial support to effect their turnaround strategies.
While they had the event in common the interpretations show that their responses 
varied and one of the three did not succeed in its endeavour. While a number of 
factors differentiated the three organisations -  scale, causes of the crisis, artform and 
location - what appears to have united Constructa and TheatreCo was the hope, 
energy, drive and enthusiasm to change their circumstances. Screenworks had lost its 
direction and it would appear that it had also lost any sense of hope. The learning 
routines they put in place limited their ability to respond to the changing context.
The interpretations have also revealed the complexities of their respective situations 
and the importance of recognising the changing contexts in which they were 
operating. The three organisations were all part of a sophisticated network of 
relationships which impacted on their ability to learn and act.
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7. The Difference that Made the Difference
This chapter considers the preceding interpretations in the light of the frameworks 
that are included in the literature review and it also raises theoretical issues which 
have emerged from the data during analysis and as such are grounded in the 
fieldwork. The chapter is divided into five sections with the first section responding 
to the literature review in more depth, the second section then exploring the 
contributions and challenges this research makes to the fields of both not-for-profit 
turnaround and organisational learning.
The third section proposes a synthesis of theory to develop a new framework for 
organisational learning and survival built on Bateson’s (2000a) levels of learning. 
The fourth section then considers the implications of this proposed framework for 
management and organisational development practice. The chapter concludes with 
an overview of the argument for a framework that addresses as far as possible the 
full complexity of organisational learning in the turnaround context.
7.1 Responding to the Field
Undertaking the literature review for this research raised a number of issues such as 
what constitutes the unit of analysis in organisational learning, whether it is about 
process or product or both, if it always leads to performance improvement, whether 
it can be intentionally planned and so on.
In analysing the data collected during this study and interpreting it in the light of the 
literature I now have a clearer view on how this research responds to what exists in 
the field of organisational learning. The experiences of these three organisations 
suggest that learning was not something that was always intentionally planned yet 
they still had the capacity, for the most part, to fimetion as organisations. Rather than 
see learning as something planned, controllable and generally related to improved 
performance this research suggests that it is, as Visser (2007) proposes, more likely 
to be continuous, behavioural-communicative and largely unconscious. It is not 
necessarily responsive to direct management or organising and is not guaranteed to 
lead to improved performance, particularly as in the case of Screenworks, when it is 
in its pathological, double binding form.
Adopting this view of organisational learning then has implications for some of the 
other issues in the field. It suggests that organisational learning is recursive and not 
necessarily progressive, different levels of learning can be happening at the same 
time but unlike the double loop learning model (Argyris & Sehon, 1974) there is no 
guarantee that meaning can be found in an experience to adapt to a new context.
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This also suggests that organisational learning is both contextual and highly 
relational as raised by the notion of the relationship between container and contained 
(Bion, 1962). The data bears out what Obholzer (1996) suggests is the inherently 
communicational nature of container and contained in that the process between the 
two is dependent on the ability to listen and respond. As was seen at Screenworks the 
organisation was incapable of listening and responding to its employees creating 
heightened levels of anxiety and alienation.
7.2 On the Shoulders of Giants -  Implications for Theory
And now, I inevitably come to the question of ‘so what?’ In the light of all that has 
gone before where is this research positioned and how has it responded to what else 
exists in the fields in which it is located -  how can it make a worthwhile theoretical 
contribution?
I would argue that this study makes contributions to and challenges existing research 
in two particular fields. Firstly, its focus on turnaround in publicly funded arts 
organisations in crisis and secondly, consideration of organisational learning as a 
multi-level, multi-modal phenomenon. The following discussion considers both 
areas in turn.
A Neglected Sector
Probably the most notable characteristic of this research is that it deals with 
organisations that operate within the not-for-profit sector and more specifically the 
publicly funded arts sector, as the National Council for Voluntary Organisations 
(NCVG)"^  ^notes “analysis and intelligence are essential for understanding the third 
sector -  which is not only a largely unknown sector but is also a very dynamic one.” 
The NCVO (2009) research states that “following over a decade of steady growth, 
the voluntary sector is now a significant economic and social force in the UK. The 
UK voluntary sector is a large and growing success story.
In 2006/07 there were over 170,900 voluntary sector organisations in the UK, a net 
addition of over 6,800 since the previous year. The sector’s income now stands at 
£33.2 billion, an increase of 3.3% during the latest year.” While the NCVO statistics 
suggest a relatively active sector it only represents the equivalent of 1% of the 
turnover of SMEs in the UK (BERR) and it seems to be regarded as too niche to 
receive much attention in relation to organisational learning.
NCVO, 2009, The State and the Voluntary Sector: Recent Trends in Government Funding and 
Public Service Delivery Research | National Council for Voluntary Organisations
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Database searches at the end of September 2009 found there was still only one thesis 
dealing with charities and insolvency(w hich has remained unchanged since April 
2007 when I first searched) while there were none for search criteria’ charities and 
organisational learning’ and none for ‘non-profit organisations and learning.’
Whereas they hold 64 theses on charities and crisis (although most covered charities 
dealing with crisis/crisis areas such as Oxfam), 10 theses on organisational crisis"^  ^
and 154 on organisational learning. EBSCO showed 1,373 results for organisational 
learning, 352 for charities in crisis, 124 for organisational crisis, 15 on charity 
insolvency, 1 for charities and organisational learning and none for charities in crisis. 
JSTOR revealed 187 results for organisational learning, and nothing for non-profit or 
charities and organisational learning.
It would appear that turnaround and organisational learning in the not-for-profit 
sector is not a highly populated area of published research and the arts sector in 
particular has received even less attention. Where the arts sector has featured it is 
either in terms of using arts methods as part of the research process (Knowles, 2008), 
or to use its practices as a metaphor -  string quartets (Davidson & Good, 2002), jazz 
improvisation (Hatch, 1998; Meyer, Frost, & Weick, 1998) and the characteristics of 
the artist (Cadenhead & Fischer, 2000)- for management practices or organisational 
processes.
I did not find any other literature that looked at arts organisations managing crises, 
most of the research in the field of turnaround and recovery is based specifically in 
the private sector (Arogyaswamy, Barker lii, & Yasai-Ardekani, 1995; McKieman, 
2003; Slatter & Lovett, 1999). I would argue that this research addresses a new 
strand in turnaround research which has not been addressed elsewhere to date. There 
is now a small body of work that looks at the wider not-for-profit turnaround 
(Murphy, 2009; Paton & Mordaunt, 2004; Walshe, 2004) but much of its focus has 
been on the public sector (local authorities, schools, hospitals etc) and how the 
recovery of the not-for-profit sector differs from the private sector.
In the limited research that exists on not-for-profit turnaround a number of 
characteristics are proposed, some of which are culturally specific to the sector such 
as either toleranee of or the contested nature of underperformance, the politically 
embedded context and the added importance of the cultural and symbolic dimensions 
but others sueh as the need to be action oriented and having the freedom to act are 
more generic to all sectors. This research builds on and challenges these findings in a 
number of ways.
British Library Database
Including one on learning from crisis in the UK football industry and one on organisational failure
and turnaround in NHS Hospital Trusts
176
Firstly, in terms of an apparent tolerance of underperformance in not-for-profit 
organisations, this is perhaps of little surprise as they are part of what is a managed 
marketplaee that does not compete on the same basis as the private sector. The 
drivers are very different. Certainly the case of Screenworks suggests that the partner 
organisations were failing prior to the merger and the position did not improve once 
they moved into the new building as a single organisation. It then took some two 
years and considerable further investment before the decision was finally taken to go 
into liquidation. It is arguable that the Arts Council could have stopped the process 
at different points and mueh earlier by not funding the capital project or not 
admitting the centre into the Recovery programme.
This study adds empirical evidence to the field in terms of why this might be the 
case. Based on the organisations studied there seem to be a number of reasons for 
this increased tolerance of under-performance. Often there has been prior public 
investment in the organisation over a period of time and this creates a psychological 
commitment. Each of the organisations featured in this study also demonstrate an 
underlying assumption about the importance of that organisation in its particular 
contexts or eeology/sector.
This was a source of some debate within the Arts Council because the Recovery 
Programme was set up for arts organisations regarded as being strategically 
important, yet no formal criteria for what this meant was ever established. It was 
generally based on the opinion of the internal specialists involved thereby 
reinforcing the intently political nature of the environment. To overtly identify those 
organisations regarded as strategieally important meant that others, whieh were not 
as important would also been defined, part of the reluetance to define such 
organisations appeared to be a fear that such a list might make it into the public 
domain.
Secondly, the findings from this study challenge existing research (Paton & 
Mordaunt, 2004) in terms of the contested nature of a failing organisation in that the 
organisations featured here all had to meet the criteria of imminent insolvency and as 
such there was a clear indicator of what constituted the need for turnaround. The data 
illustrates that what could be described as contested were the causes of the failure 
more so than the issue of what failure looked like.
Constructa provides an interesting exception in that being identified with the 
Recovery Programme was quite problematic for them. They did not regard 
themselves as failing, nor did their stakeholders; it was arguably success that had 
brought them to financial crisis. They had built themselves up on a series of one-off 
project grants which they could see coming to an end without anything to replace 
them.
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Arguably they were making a sound management decision to raise the issue before 
the crisis had truly hit in order to negotiate a resolution with their stakeholders. This 
is quite different in nature to the historical failings which had occurred at both 
TheatreCo and Screenworks.
Thirdly, the findings of this research build empirically on the existing literature 
(Paton & Mordaunt, 2004; Walshe, 2004) in that they support the notion that in order 
to move into recovery and renewal organisations need to be action oriented and have 
the fi'eedom to act but that in the not-for-profit sector this is not a straightforward 
proposition. The experiences of the three organisations featured here show that the 
extent to which this is possible is linked closely to the embedded nature of these 
organisations and that they are heavily resource dependent on external bodies; any 
action taken has to be negotiated both internally and externally.
Securing the freedom to act decisively is a pre-condition but is also problematic as it 
needs to be constantly monitored and re-negotiated. In the case of Screenworks there 
was an awareness of the need for action following acceptance onto the Recovery 
Programme but this was manifest in a scattergun approach without a clear focus. 
With a network of five stakeholders all of whom had different priorities and levels of 
commitment the two aeting Co-Directors had limited independent capacity to act.
The fourth contribution builds on existing research in that the data suggests that the 
ability to act is linked not only to the political and social context but also to the 
emotional field of the organization concerned. This research empirically adds to a 
growing area of theory within the positive psychology (Seligman & Csikzentmihaly, 
2000) discipline, which explores the importance of hope, an emotion that is 
instigated by unfavourable life conditions, “the provocation of hope is usually that a 
person is in some kind of trouble.” (Lazarus & Lazarus, 1994: 72) In times of trouble 
hope is an important emotion as it brings with it the possibility that things will get 
better.
This study builds on the view of hope as a bi-dimensional construet, as described by 
Snyder (2002), that is to say it is concerned with both agency and pathways, 
‘willpower and waypower.’ This is an important distinction because it suggests that 
hope is more than simply wishful thinking. Agency is described as “reflecting a 
person’s desire to get started towards a goal and ‘stick to it’.” (Luthans & Jensen, 
2002: 306)
The pathways are therefore concerned with the ability “to come up with alternative 
plans of action should an initial path toward a goal be blocked.’’(Luthans & Jensen, 
2002: 306)
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On this basis hope is seen as something which allows for not only the setting of 
goals but also in determining the necessary resources to get there “a person with a 
strong sense of pathways thinking (i.e. one that recognises there is “more than one 
way to skin a cat”) is not stymied by obstacles but instead looks for alternative 
means to achieve a desired goal or outcome.” (Luthans & Jensen, 2002: 306) 
Constructa and TheatreCo both demonstrated the ability to identify friture goals and 
to adopt alternative strategies for achieving them. Indeed, Constructa was ultimately 
prepared for the ultimate alternative in terms of the possibility of closing the 
organisation down and moving on to something new. It was arguably the most 
hopeful of all.
The data from Screenworks, however, suggested the presence of very limited hope, 
there is little sense of the willpower or waypower referred to above, they were not 
able to agree on future goals and as such were unable to determine what alternatives 
were available to get them there, as one of the consultants pointed out “all hope and 
enthusiasm had long gone.” In the case of Screenworks the organisation was 
characterised by either naive optimism or despair.
The fifth contribution is that the data supports the view that there is link between 
hope and anxiety (Kwon, 2000) and it is perhaps not surprising that Screenworks 
seemed to be dealing with the highest levels of anxiety. The participants from each 
of the organisations mentioned different forms of anxiety and the fact that it is part 
of their normal working lives. At Constructa in particular they talked about the 
anxiety associated with external frinding and the impact a delayed deeision was 
having on the organisation. At Screenworks the anxiety also appeared to manifest 
itself symbolically in the organisation in terms of piles of papers, extra strong coffee, 
dysfunctional systems and a focus on the past rather than the future. Rather than state 
that anxiety is a driver for the nature of learning achieved, this research suggests that 
it was an ongoing part of the emotional field and as sueh supports Armstrong’s 
(2004) view that it should be recognised but not pathologised. None of the 
organisations were anxiety free but its intensity and impact was different in each 
case.
The sixth contribution is based on the data showing that it is not so mueh that the 
concepts of failure and poor performance are problematic as the implications of what 
this means in the wider context. This supports the findings of other research which 
highlight the complexity of the wider context in relation to not-for-profit 
organisations. Being defined as failing is very awkward because of the symbolic 
status and extended ecology that such organisations occupy. It is a brave funder 
indeed that lets a school, hospital or college go to the wall. In the case of 
Screenworks, Constructa and TheatreCo they were the only ones of their kind in 
their area or sector and as the Arts Council has found the demise of Screenworks has 
had a long tail.
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In terms of a seventh contribution this study builds on other research in that it 
highlights the issues of power and money in organisational turnaround in not-for- 
profit organisations. While Paton and Mordaunt (2004) do mention the role of 
polities this is not specified in terms of power, in the three organisations that are 
featured in this research the power for change rested to a large extent with the 
external source/s of the funding.
The other aspect that the cases in this study illustrate which adds a new contribution 
to the field is the relationship of the sector to money. The largest elements of frinding 
for the three organisations are provided through state subsidy or grants and as was 
mentioned in the introduction this creates a particular culture around money, whieh 
restricts freedom to act and negates against the kind of financial management which 
may be taken for granted in the private sector -  access to working capital, 
contingencies, reserves and financial performance measures such as ratios.
The approach taken in this research adds an eighth contribution in that it builds on 
existing literature, which links learning closely with organisational survival, the 
“primary causes of decline are the result of defects in the eorporate learning 
process.. .hence, companies with good learning routines will normally be expected to 
survive.” (McKieman, 2003: 771) While I might describe organisational learning in 
different terms the three organisations studied here suggest there is a relationship 
between their learning routines and the capacity to respond to a changing context. 
However, this research challenges McKieman’s (2003) view in terms of how far an 
organisation can intentionally plan and implement different levels of leaming even 
when confronted with existential threats.
Finally, this research affirms the other research in organisational tumaround in the 
not-for-profit seetor in that it draws attention to the complexities of the situation and 
the need for more research in terms of eauses, context, content and proeess, “perhaps 
one of the most useful features of empirical work on the causes or characteristics of 
decline is that it emphasises the multi-dimensional and interactive nature of the 
phenomenon.” (Walshe, 2004: 202)
The data gathered for this research supports the view that tumaround is a multi 
faceted phenomenon and the experiences of the three organisations studied suggest a 
need to think in terms of causes, content, process and context (Table 12).
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Table 12 Review of Turnaround in relation to the Cases (adapted from Pandit, 2000, 
McKieman, 2003 and Paton 2004)
Organisation Causes Content Process Context
Constructa Financial Focus on being 
artist led. Tmst 
building
Awareness
Recovery Application 
Diagnosis 
Repositioning 
Growth
Was still a young 
organisation in a 
seetor growing in 
confidenee
TheatreCo Managerial
Financial
Leaming
Focus on the artist
audienee
relationship.
Rebuilding
reputation and
audiences
Awareness
Recovery Application
Diagnosis
Retrenchment
Repositioning
Recovery
Renewal
Theatre seetor also 
stmggling, fighting 
for resources, sense 
of stmctural 
underfunding
Sereenworks Managerial
Financial
Leaming
Lack of clear 
content/direetion. 
Individual or 
departmental 
approach. No sense 
of a core focus
Laek of awareness/denial
Reeovery Applieation
Diagnosis
Retrenchment
Rigidity
Blocked action
Insolvent liquidation
Small, niche sector 
with blurred 
boundaries
This summary responds to and supports McKieman’s (2003) call for research which 
moves away from generic strategies and focuses more on tumaround strategies in 
specific contexts. The framework builds on existing research which suggests that 
what is needed is attention to organisational leaming and “an emphasis on unique 
solutions to the unique problems of eaeh enterprise.” (McKieman, 2003: 807) When 
applied to the three organisations featured here it shows that each had their own 
causes, content, process and context. Even where the causes may have appeared 
similar they each applied different responses to those causes.
In considering the perspective of the fimding stakeholders this research reinforces 
the complexity of the funding relationship and the position such extemal bodies can 
take in response to an organisation which is perceived to be failing. What the data 
suggest is needed are interventions which can work across all four aspects of 
tumaround yet which are also flexible enough to respond to the unique 
circumstances of each organisation. While this research was not an evaluation of the 
Recovery Programme the two surviving organisations recognised that they would not 
have survived without extemal support and that sueh support had to allow them the 
freedom to act. They also felt that it was not simply a case of providing access to 
funding but was also about recognition, support, specialist advice and guidance.
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At the same time they needed the ability to develop their leaming routines to adapt to 
the changing context, something whieh Screenworks was not able to achieve.
Contributing to Organisational Learning
While the starting point for my research was organisational and wider leaming 
theory what has emerged from the literature review and the data is that much of 
organisational leaming in relation to these three organisations was tacit and intuitive. 
They had limited formalised training and development and where this was in place it 
was mainly in response to a compliance duty such as health and safety. They all 
demonstrated high levels of automated leaming but not all were able to build on this 
in relation to a changing context. The data shows that the existential threat of 
imminent insolvency also induced levels of anxiety and a range of emotions whieh 
impacted on leaming routines. I would argue that this complex picture suggests that 
there is a need for theory, whieh exists at the intersection of leaming, emotions, 
embodiment, cognition and aesthetics. A number of the contributions this research 
makes are based on what sueh an intersection might consist of.
The first contribution the study makes is in terms of supporting others (Contu et a l, 
2003; Huysman, 2000; Owenby, 2002) who challenge the wholly beneficial nature 
of leaming by lending empirical evidence. The assumed benefits of leaming have 
become such a core part of discourse that they are seldom questioned. In considering 
Constmcta, TheatreCo and Sereenworks what has emerged are layers of leaming 
some of whieh might be regarded as positive and some of which were less positive. 
At Sereenworks, in particular, some of the leaming focussed on subverting the 
organisational systems, on exploiting organisational resources for individual benefit 
and on trying to gain advantage as individual departments.
While some of this leaming from an individual or even group perspective may have 
been regarded as beneficial, i.e. it gained required advantages, in the long term, 
within that organisational context and in response to the event of imminent 
insolvency it proved far from beneficial to the organisation as a whole. In fact the 
individual benefits were short-lived because ultimately the majority of the staff lost 
their jobs. It appears that the benefit of the leaming was dependent on your 
perspective and ultimately it led to decline rather than improvement in organisational 
performance.
Whether leaming can be considered as beneficial or not requires attention to a 
number of factors including who the beneficiary is, the impact that benefit has on the 
wider system, the temporal nature of the benefit (i.e. short-term, medium, or long­
term gains) and the context in which the leaming is taking place.
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Secondly, the research provides empirical evidence that challenges the notion of 
leaming being purely rational, planned and intentional. Some researchers (Argyris & 
Sehon, 1978; Senge, 1990) suggest that organisations should be able to identify what 
is needed in terms of leaming, devise a programme for undertaking the identified 
leaming and then put it into action. In the three cases featured here there was very 
little talk of intentional leaming and where it was mentioned this was primarily in 
relation to new operational knowledge and skills (Level I). The interviews and 
observations suggested a much higher level of tacit and unplanned leaming. If 
planned leaming was featured it was mainly with regard to their extemally focussed, 
formal ‘education’ programmes aimed at the general public rather than their own 
organisational leaming. This study supports a move away from leaming as solely 
problem driven to leaming in the face of mystery (Gherardi, 1999).
This takes me to the third area of contribution which is that my research empirically 
builds on Elkjaer’s approach to the event or occurrence as the unit of analysis. The 
notion of a “third way” in relation to organisational leaming emerged in 2004 and 
has appeared in a few conference papers and publications since (Elkjaer, 2004, 2009; 
Irgens & Hemes, 2008).
This is a relatively new direction in relation to organisational leaming and as 
mentioned previously draws heavily on the pragmatism of Dewey. In a recent paper 
Elkjaer makes a clear argument for why this is the case, “pragmatism does not tear 
the subject and the world apart in order to let one or the other be the prime fulemm 
of the leaming proeess but ties them together in the pattems of commitments to 
organisational activities.” (Elkjaer, 2009)
This thesis has attempted to take up this approach and see leaming in relation to the 
“pattems of commitments to organisational activity.” (Elkjaer, 2009) It has moved 
away from much of the other organisational leaming literature which focuses on the 
individual, the group or the organisation as the unit of analysis (Belaseo, 1998; 
Crossan et al., 1999; Ortenblad, 2005; Stacey, 2003).
In taking the third way I am challenging the limitations of first and second way 
organisational leaming research that focuses on leaming as being either concemed 
with acquisition or participation and ignores context. There appears to be a division 
within the literature in that some researchers consider organisational leaming in 
relation to the outcomes it produces whereas others focus primarily on the proeess of 
leaming (Dodgson, 1993). The approach taken here is that organisational leaming is 
concemed with both proeess and product and that the two are closely linked. The 
processes of leaming at Sereenworks were quite individualised as compared to those 
of TheatreCo and Constmcta with very different outcomes in terms of organisational 
survival.
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This was not the first approach I had considered, for some time the Crossan et al 
(1999) 4Is framework appeared to offer some useful possibilities. On closer 
inspection it seemed to resolve the issue of unit of analysis by including all three of 
individual, group and organisation. It did not clearly deal with the nature of leaming 
or the importance of context as it relates to organisational leaming. While they do 
talk about context it is mainly in relation to the intemal context for leaming or 
regarding strategic renewal it does not talk more specifically about organisations 
interrelating with their eontext/s.
I was considering organisations in a very particular circumstance - financial crisis - 
and as such what was needed was something which helped explore that in more 
detail, this study therefore adds empirical evidence to the proposition of a third way 
of organisational leaming.
The fifth contribution links to psychodynamies and adds support to the view that the 
extent to which an organisation understands what it was there for, its “primary task” 
(Rice, 1958) or spirit, influences both organisational leaming and survival. This can 
be referred to as “the main institutional ‘ballast’ that keeps the organisation, both 
membership and leadership, steady.” (Obholzer, 2001: 98) This links to 
organisational leaming in that there is a need to ensure that “the primary task is not 
only uppermost in the minds of all the members of the organisation, but that it is 
constantly reviewed in the light of the extemal environment and that the fimctioning, 
stmcture and staffing of the organisation changes in accordance with the changing 
primary task and its cluster of sub tasks.” (Obholzer, 2001: 199)
At both Constmcta and TheatreCo the primary task was described very clearly and 
was not dissimilar across the two organisations. They were there to mediate the 
relationship between artist and audiences because of a fundamental belief in the 
transformative nature of art. This meant that their leaming could be understood in 
relation to the organisation’s primary task and particularly at TheatreCo it meant that 
operational staff understood why professional development investment was primarily 
focussed on the ensemble. Screenworks however appeared to have a range of 
competing primary tasks, which were adding to the fi*aetured nature of the 
organisation.
Understanding of the primary task was dependent on the department in whieh you 
were based whieh in tum impacted on how staff felt resources should be allocated 
and the processes they should use. The production facilities team saw their task as 
being to make the technology available to artists who would otherwise not have 
access to sueh facilities. The Gallery team members saw themselves as responsible 
for bringing cutting edge work to audiences, whereas the cinema programmer was 
focussed on opportunities for artists to screen their work.
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Those managing the Collection saw their role as getting the work out of the building 
to a much wider audience; they were eontributing to the development of the sector as 
a whole. Neither the Board nor the Acting Co-Directors were able to define a clear 
primary task or tasks that the whole organisation could commit to and understand. 
This was exacerbated by a group of funders who also eame from different 
perspectives -  artists’ film, commercial film, artists’ moving image, visual art - and 
initially made it clear that they were interested in different aspects of the 
organisation’s work. It was not until they realised this was placing Sereenworks in 
jeopardy that they were able to become a more coherent group, by which time it was 
effectively too late for the team to respond.
Armstrong (2005) argues that the notion of primary task does not go far enough and 
ignores the importance of embodied, material practice. He suggests that its focus is 
on extemal goals and aims, the desired end result rather than the joumey that will get 
the organisation there. In looking more at practice he tums towards Bain’s (2002) 
recently coined notion of ‘primary spirit’, “that which breathes life into an 
organisation, the animating principle.” This is supported by this study and may be 
something to pursue in future research.
The clarity of the primary task or primary spirit also seems to have a bearing on the 
notion of the organisation as a container and how supportive or otherwise it might be 
of those it ‘contains’. This research adds evidence from the field to the view that the 
relationship between container and contained is a dynamic one and the contained do 
not sit quietly uninfluenced by the container or vice versa. There is an active 
relationship between the two as has been demonstrated by the three organisations 
featured here.
In the early stages of TheatreCo’s recovery the nature of the organisational 
containment was arguably too loose with anxiety and anger spilling out across the 
organisation. The staff involved at the time did not feel they were working within a 
safe and holding environment and as sueh this impacted on their behaviour and their 
leaming. They leamt that the safest behaviour was to keep their heads down, not to 
be identified with either of the senior managers and to stick to relatively automated 
leaming.
When the Executive Producer left and a new Operations Director arrived they 
noticed a shift in the nature of the organisational container, it was more able to 
contain and hold the emotional dynamics of the organisation. The dominant 
metaphor of ‘family’ seemed to imply for many staff that it had become a more 
comfortable place to be. This has allowed for both personal and organisational 
growth. At Constmcta the staff appeared to be saying that they were on the edge of a 
further change where the looseness that they prided themselves on in the past was 
beginning to feel not containing enough.
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The administrative staff in particular were looking to something slightly tighter to 
allow the ongoing development of the team. Although the Senior Managers believed 
they were giving staff autonomy the team felt this was not as it appeared and that it 
was becoming a source of frustration. In the early stages of Recovery the looseness 
served to allow the team to explore and find the types of leaming that worked for 
them.
Screenworks is a good example of the very dynamic nature of container and 
contained in that at some points the container was held very tight. One of the Co- 
Directors was ensuring things were held firmly and there was little room for 
manoeuvre. Staff were not exposed to the full anxiety of the situation and as such 
were unaware of the extent of the difficulties. While this may have been done for the 
best intentions it meant that when the redundancies eame people suddenly realised 
that their sense of being held had in fact been a mirage. The absence of a clear 
primary task or spirit also meant that the container on occasion could be regarded as 
very porous, it was not sufficiently holding and as such staff referred back to the 
predecessor organisations where they had an environment they understood and could 
support them.
A sixth area of contribution is the consideration of the relationship between power, 
polities and leaming. While this has not been the primary area of focus the data 
indicates a relationship between polities and the nature of leaming in each of the 
three organisations studied. This eame through particularly strongly at TheatreCo 
and Constmcta and illustrated the issue of role power and how this impacted on the 
nature of leaming that was deemed acceptable at a given time. As illustrated above 
leaming does not occur within a vacuum, it is located within a social context and a 
set or sets of practices. Organisations consist of power structures which can 
determine both what is leamt and what is applied. The more junior staff in both 
organisations reported observing the behaviours of senior managers and reading the 
unwritten rules to determine what was acceptable at a given time.
During the more turbulent times at TheatreCo this meant that leaming approaches 
focussed on Leaming 0 or Leaming I, supporting business as usual and waiting to 
see whieh way ‘the wind blew’ in terms of how the arguments at senior level were 
playing out. At Sereenworks the politics between the Board, senior staff, individual 
departments and the funding bodies played a significant role in how the organisation 
was responding to its changes in context. The complexity of these relationships, in 
the light of the crisis, seemed to result in leaming whieh could not move beyond 
level I to allow it to respond to changing contexts.
Finally, the findings build on other research and add a new approach by emphasising 
the importance of multiple ways of knowing and different modalities of leaming.
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We are embodied beings and as the data suggests leaming takes different forms and 
involves all our senses, it is not a purely analytic activity. Other researchers 
(Armstrong, 2004; Strati & Guillet de Montoux, 2002; Taylor & Hansen, 2005; 
Vince, 2002) have focused on the role of emotions or aesthetics but few have 
brought them all together in relation to organisational leaming.
As was seen at Constmcta, while it was recognised that there should be a process of 
review and reflection the physical experience as a result of the Kevin Carter 
exhibition prevented them taking time to consider it analytically in order to unpick 
the feedback and intentionally plan for future exhibitions based on that feedback. To 
have focused purely on the cognitive would have missed some of the wider context 
of this experience and the role of the other modalities.
7.3 A New Synthesis
Whereas other models have focussed on intentionality and the entity undertaking the 
leaming I have endeavoured to consider the nature of leaming itself and evolve an 
interpretative framework for how this might be reflected on in relation to a particular 
organisational event. I have gone beyond Bateson to bring in psychodynamies, adult 
leaming, aesthetics, and consciousness studies and am proposing a multi-level, multi 
modal view of organisational leaming, whieh allows for the cognitive and rational as 
well as the emotional, embodied and aesthetic. In this framework (Figure 20) the 
levels are illustrated as a series of nested loops, mueh like Russian dolls, in an 
attempt to reinforce the notion of them being recursive rather than hierarchical and 
progressive.
In doing so I have replaced Bateson’s numbered levels with a narrative statement for 
eaeh layer as I think there is an inherent tension in listing the levels numerically and 
then stating they are not a hierarchy. While this is in part addressed by locating the 
levels within the framework of logical types the conceptual metaphor “good is up” 
(Lakoff & Johnson, 1980: 16) suggests that in numbering the levels 0 to III it is hard 
to move away from the perspective that attaining Level III is somehow superior to 
Level 0, however much Bateson may have stated otherwise, I would argue that the 
metaphor is too deeply rooted in westem culture to be ignored.
This is an attempt to illustrate that there is a relationship between the levels beyond a 
conventional hierarchy, and that their recursive nature means they may be occurring 
in parallel, there is also an explanatory relationship between adjacent levels. The 
aesthetic is then depicted as mnning across all levels, like Bateson (2000a) and 
Tosey (2006) I see aesthetics as central to disceming the pattems whieh define the 
difference in context. It is this modality that allows us to recognise the change in 
pattems that is the changing contexts, which in tum interact with the levels of 
leaming.
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In considering what these layers then mean for organisational leaming I would argue 
that in relation to organisations automated, unchanged responses are effectively 
business as usual.
Figure 20 A Multi-Level and Multi-Modal approach to Organisational Learning
Analytic Emotional Embodied
Paradigm
Shift
Reframing
situation/
context
New 
operational 
knowledge
Automated
unchanged
responses
Aesthetic
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As was seen in each of the organisations I studied there was a certain need for 
organisational members to be able to carry out their activities without attending to 
them consciously -  what might be described as “unconscious competence” (Dubin, 
1962)'^‘^ . These behaviours may have been the result of previous leaming at other 
levels but have now become hardwired into organisational practices. As long as the 
context remains the same and is repeatable automated leaming serves them well and 
there is no need for trial and error.
The origination o f the 4 stage competence model is not entirely clear with some 15 or so different 
sources being attributed. Some link it directly to Bateson’s Levels. This seems to be one o f the earliest 
references although the most often cited is Gordon Training International who evolved the commonly 
recognised 2x2 matrix in the 1970s
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In developing new operational knowledge an organisation has recognised a change 
in context and as such there is a need for trial and error - a review of the alternative 
responses available. This requires an ability to acknowledge and understand context 
markers in terms of what they mean for the organisation. For all the organisations 
concerned in this study their entry into the Recovery Programme was a new context: 
the applieation form, the Stocktake Report and Solvency review, the admission letter 
all aeting as news of change. Perhaps the clearest of these markers was the 
undertaking of change that the organisation had to sign up to whieh acknowledged 
that their tumaround may require changes at Board and Senior Management levels.
In the ease of Constmcta and TheatreCo this took them beyond automated responses 
and operational knowledge, which allowed them to reframe their context and explore 
issues of leaming to leam. They adopted different responses and started testing out 
possible altematives. In TheatreCo’s ease this involved placing the ensemble at the 
centre of the organisation and building a development proeess around the actors. The 
‘Meet and Greet’ became one of the mechanisms they used to test this working 
proeess.
In organisational terms a paradigm shift appears to be the hardest to achieve and as 
Bateson wamed is not necessarily something that should be aspired to as it involves 
significant ‘reorganisation of character’. Ironically, it could be argued that of the 
three Screenworks was the only one to achieve a paradigm shift in that the closure of 
the centre meant a new organisation emerged in a new space with a different 
purpose. This highlights my challenge of one of the underlying assumptions in the 
organisational leaming literature, whieh regards organisational leaming as primarily 
intentional, clearly in this case it was the wider organisational context whieh led to 
the shift it was not necessarily their choice. In Screenworks’ case a paradigm shift 
did take place but the level of associated leaming is questionable because for the 
most part the changing context was either ignored or denied.
This has a relationship to the modalities associated with organisational leaming as 
rational analysis, emotions, embodiment and the ability to aesthetically understand 
the changes in pattems all impact on leaming and the data suggests that what is 
needed is a multi-dimensional response. It is the interplay of all these modalities 
which determine readiness for leaming and ability to move between the levels. I 
have included the analytic, emotional, embodied and aesthetic as separate fields in 
order to draw on their particular influences even though I recognise their intimate 
connectedness.
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The positioning of the analytic, emotional and embodied in the diagram is not meant 
to imply a particular causal relationship or ordering between the three, indeed as was 
mentioned in the literature review there are differences of opinion about whieh 
precedes whieh (Descartes would argue for the analytic whilst Damasio would state 
it was emotion), ideally they would be shown in motion almost as stars in a 
constellation, orbiting and exerting an influence.
The analytic in this case is based on the view that ‘mind’ goes beyond the individual 
and extends into the collective (Bateson, 1979; Weick & Roberts, 1993). Echoing 
Weick’s (1993) research on flight decks the organisations studied here showed that 
in order to be able to achieve their goals there was some need for heedful 
interrelating -  to hit press night or the preview of an exhibition the collective had to 
function as a whole, eaeh part knowing what it had to contribute. Where this was not 
achieved, as in the ease of Screenworks, their ability to successfully set and achieve 
goals was impaired. However the capacity across all the organisations for conscious 
and purposeful reflection, as suggested by the action research discipline, was a small 
part of their leaming activity.
In terms of the embodied modality there was a sense of collective physical 
experience in eaeh of the organisations; the need for actors to engage with their 
body; the exhaustion of the staff at Constmcta; the heavily caffeinated team at 
Screenworks.
Emotionally, the organisations all demonstrated a range of negatively and positively 
toned emotions (Lazams, 1999), perhaps not surprisingly the balance at Sereenworks 
was more negatively than positively toned. There was more evidence of the emotions 
provoked by both unfavourable and favourable life conditions at Constmcta and 
TheatreCo and the presence of hope and relief in these organisations appeared to 
enable them to access the positively toned emotions of hope and joy.
The aesthetic mode occupies a slightly different role to the others in that it is seen as 
mnning across all levels and interacting with all modalities. The aesthetic is felt in 
the body and allows for connections to be made and pattems to be seen, it is the basis 
of the pattem that connects (Bateson, 1979). It reinforces the relational nature of 
organisations in that it is manifest in story and is often expressed through metaphor -  
Cinderella’s Coach, The Family, Artist Led.
Based on the visualisation (Figure 20) I would argue leaming becomes a constant 
part of organisational life rather than a separately defined activity which requires a 
formal planned approach. This multi-level, multi-modal framework allows for some 
intentional and explicit leaming but by introducing modalities other than cognition it 
also leaves space for other forms of knowing and leaming.
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The synthesis does not end at this point and I this research makes a new eontribution 
to the field by relating organisational survival to multi-modal, multi-level leaming 
(Table 13). This framework is an extension of the visualisation and uses a number of 
ethnographic dimensions, whieh build on eaeh mode in order to create more in-depth 
narratives for the leaming levels, based on the comparisons of the three 
organisations. These dimensions include :
Positioning in time 
Core metaphors 
Primary task/spirit
Extent of ownership of primary task/spirit 
Hope
Emotional field/narratives 
Organisational rhythms and pattems 
Tacit, implicit, explicit knowledge 
Leaming that is both in and out of awareness 
Reflexivity
Recognition of organisational frame/s
These dimensions have been applied across the modes in order to build an approach 
which illustrates what organisational members or change agents may attend to in 
order to understand the nature of leaming in their organisation or client.
7.4 Implications for Practice
In terms of challenging and building on existing theory I have also considered the 
implications for practice in relation to not-for-profit organisations facing a major 
crisis. I have been very aware that as I undertook the research my own practice as an 
organisational development consultant has been influenced by what I was developing 
as a researcher. That is not to say I wanted to create a framework whieh serves as a 
route map or ‘n-step’(Collins, 1998) guide to organisational survival, as was 
mentioned earlier there is no single approach what is needed is something unique to 
the organisation concemed. In order to consider what all this means in practice I 
have effectively evolved a sensitising framework, which highlights some of the 
characteristics (Table 13) that have emerged in relation to the three organisations I 
have studied. Academic research, hy its very nature, is primarily focussed on 
propositional knowing.
”The elegance of the intellectual 
Knowing in conceptual terms 
Expressed in statements and theories.
Extract from Four Ways o f Knowing, p.68
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However, as Rowan and Reason (1981) suggest action consummates the other forms 
of knowing and as sueh it is at this point that I tum from theory to practice and 
consider the implications of a multi-level, multi modal approach to organisational 
leaming from an applied perspective. In so doing I have considered the viewpoints of 
both leaders/managers and OD praetitioners/ehange agents.
From a management perspective the framework (Table 13) suggests the need to 
attend to unwritten mles and theory in use as much as espoused theory. To recognise 
what happens automatically and where benefit might be gained from reflecting on 
particular events or activities. As organisations are changing they also need to 
consider whether they think in terms of possible altematives and feel confident they 
have different approaches to achieving their outcomes -  a measure of hopefulness.
Organisational members need to be realistic about how well they understand the 
context/s in whieh the organisation operates and how good they are at spotting news 
of change. My experience of working with a range of arts organisations is that there 
is often a time lag in their ability to respond to a changing context if  in fact they 
notice at all. Despite the many wamings at the moment about changes in public 
spending my view is that many arts organisations still think it will not impact on 
them.
Fundamental to the ability to respond to context is the need for organisational 
members to understand the frames within which they are operating, this could enable 
them to:
• Understand the nature of the shared frames within the organisation
• Recognise the benefits and limitations of these shared frames
• Become more effective at evaluating their current frame or frames
• Recognise opportunities for changing a frame or frames
• Recognise a change in context whieh requires a subsequent change in a frame or 
frames
On this basis the main challenge for an extemal OD practitioner or change agent is to 
help an organisation recognise changes in context and have the ability to change the 
frames they are working within. Their ability to work at the boundary of the 
organisation should mean that a practitioner can spot changing pattems extemally 
and intemally. In supporting the awareness and possible change of organisational 
frames practitioners could offer a range of approaches:
• The reframing techniques used in some therapeutic practices
• Helping build informal stmetures whieh bring together different perspectives (as 
in the part-time status of staff at Constmcta)
• Introducing perspectives from different sectors
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• Building in experiential or action based research such as Leaming Histories 
whieh open up organisational praetiees and create new awareness
• Opening up the organisational leadership to challenge
• Supporting leadership/management with managing inconsistencies, incongmity 
and paradox
• Exploring aesthetic/arts based practices sueh as improvisation or the rehearsal 
process to support leadership/management in managing chaos and changing 
organisations
It is also important that they work with the different ways of knowing and bring a 
range of approaches with them for doing so. It means being able to attend to 
dominant metaphors, organisational symbols, noticing the use of space, bringing 
changes in behaviour into awareness and probing the animating force that drives the 
organisation. They need to be alert to the emotional field of the organisation and use 
it as form of data to aid understanding (Armstrong, 2005).
The framework suggests a number of questions which the change agent might wish 
to hold in mind:
What is the primary spirit of this organisation?
How widely held and understood is this driving force?
Can this organisation see, speak or imagine altemative futures?
Does it have the confidence it can move toward those imagined futures?
How rhythmically does the organisation function? What are its intemal pattems? 
What use is made of its spaces?
What are the dominant frames and how are they expressed/understood?
Where is the organisation placed temporally -  past, present, future?
Does the organisation reflect on events or activities?
The framework is also a helpful reminder to practitioners about the need for them to 
be open to the modes and levels of leaming at work in organisations and to expand 
their own repertoires -  using many strings and being aware of those they play most 
often.
7.5 Summary: The Case for Multi-Modal, Multi-level Learning
The combination of Bateson’s levels of leaming and Elkjaer’s third way provided a 
clear framework to address that which Pandit (2000) stated was a weakness in 
tumaround research, a lack of investigation into the interrelationship between 
content, proeess and context.
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The three organisations featured in the research were arguably in a position where 
change and by association leaming were essential. Without any change in their 
behaviours the organisations would not survive, what was often described within the 
Stabilisation Team as the ‘buming platform’ necessary to drive change. However, 
what has become apparent is that Sereenworks, the organisation facing the greatest 
threat, was the least able to respond to the opportunity for leaming.
In interviewing and observing two of the three organisations I was stmck by how 
little leaming was mentioned and how few formal leaming opportunities they had 
access to. They seemed to think of leaming as associated with the programmes they 
delivered to others. Nonetheless, these were now fiilly fimctioning, surviving 
organisations that were able to open their doors and deliver their programmes.
This suggested to me that what was needed was a framework or theory whieh 
allowed space for the rational and planned as well as the unintentional and 
spontaneous. The place of explicit, implicit and tacit knowledge as well as different 
ways of knowing needs to be accommodated. Finally, it should allow for the 
complexities of leaming -  process, product and lived experience -  based within a 
given context or event.
In order to achieve successful organisational leaming and tumaround it would appear 
that an organisation needs to accommodate automated leaming, new operational 
leaming and the ability to reframe its context. The balance of these layers will be 
determined by the nature of the context/s the organisation is experiencing.
In terms of the Recovery Programme, the Stabilisation Team and some of the clients 
often talked of the need to be able to manage business as usual at the same time as 
responding to the context and leaming new ways of doing things. Unchanged 
responses appeared to become the bedrock that allowed other changes to happen, the 
challenge is at what point an organisation needs to let go of an existing fi*ame or 
frames in order to respond to contextual changes.
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8. Concluding Observations
Valentina"*^  My daughter is a painter
Assistant Oh really? I’m afraid I don’t know your work.
Sophia My mother is exaggerating. I’m an amateur only.
Valentina She tried to paint the sun.
Sophia Yes, Mother.
Valentina The sun ean’t be painted. Cezanne said, it ean be represented but it
ean’t be reproduced. She tries to prove Cezanne wrong.
As the story of The Bay at Nice unfolds it transpires that Valentina has been brought 
into a Museum in Leningrad to authenticate a lost Matisse. When she asks why she 
has been brought in the Assistant Curator replies that it was because she had met 
Matisse, it was thought that ‘she knew his spirit’.
Valentina The experts concede that?
Assistant Well, no, actually...
(Valentina smiles, her judgement confirmed.)
Professor Satayev expressly forbade your being asked. He was against 
it. He has authenticated the painting, he insists. By scientific methods.
When I sat in the audienee and watched the actors, these words set the hairs on the 
back of my neck on end. All sorts of thoughts started to fizz about how I would 
position my research, what would be acceptable, what criteria might be used for 
judging my work. It seemed to me that ‘learning’ like the sun could not be 
reproduced on the page but it could be represented from my perspective and those of 
the groups of people who had experienced a particular event, I do not attempt to 
prove Cezanne wrong.
The form that this representation has taken has largely been that of story, in fact it is 
three small stories in one large one. This has been a story about pattems, contexts 
and communication.
Extract from David Hare’s (1986) play The Bay at Nice, the first play I saw at TheatreCo as I 
negotiated access
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It is about explicit leaming but it is also about the faet that leaming can take different 
forms not all of which can be expressed. It is about uniting the individual, the social 
and the event. In terms of thinking of leaming as change it seems that leaming could 
be described as a story that triggers another story.
‘'A man wanted to know about mind, not in nature, but in his private large 
computer. He asked it ‘Do you compute that you will ever think like a human 
being? ’ The machine set to work to analyze its own computational habits. 
Finally the machine printed its answer on a piece o f paper as such machines 
do.
The man ran to get the answer andfound, neatly typed, the words: THAT 
REMINDS ME OF A STORY. ’ (Bateson, 1979: 22)
8.1 Exploration and Discovery
This proeess started with a sense of inquiry, a curiosity about what was going on in 
the organisations that I was working with during some of their most challenging 
moments. Why was it that some seemed able to respond to the challenge while 
others remained frozen in the headlights! Being able to take time to address the 
question of what made the difference has had an impact on both my personal and 
professional leaming.
The most significant impact this research has had to date has been on my approach to 
the notion of leaming and to take a more critically reflective view than I might have 
in the past. My undergraduate degree was in teaching; I have worked in education 
roles and spent most of my more recent work life focussed on individual, group and 
organisational development. Leaming has therefore always been part of my field, 
even if it was manifest in different ways. I think for the most part I regarded it as a 
good thing, something to be pursued and something for which everyone should have 
the same enthusiasm and passion as I did.
I may have had a missionary zeal about it at times but I don’t think I was completely 
ignorant of the darker side of leaming and I recall times when I felt something was 
not quite right but I was not able to define what that was. I saw my brother struggle 
with dyslexia and dyspraxia in the formal education system to the point where 
leaming had very negative connotations. More recently I have watched the 
proliferation of leadership development in the cultural sector much of which it seems 
to me reinforces norms and behaviours we might be better off challenging.
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Undertaking this research process has made me much more aware of the challenges 
associated with learning, of its location within a critical discourse and the fact that it 
is important to challenge the thinking which underlies some of the models that 
appear to be taken for granted. It helped me develop a process of critical reflection 
which encouraged me to look at underlying assumptions, to probe the context in 
which theories sit and to consider possible alternatives.
To ask the questions about whose interests it serves, whose views it represents, what 
are its origins and intentions, whose voices are heard and whose are silenced. The 
beneficial notion of learning is so socially entrenched that it has been hard to ask 
whether learning is always a good thing, as with the musicians in the Maitlis and 
Ozcelik (2004) study (referred to in the literature review) to ask such a question has 
for me been a potential threat to my identity. It has caused me to reappraise my 
professional practice and to think differently about some of the organisational 
development interventions I have been involved with.
What has surprised me most about the research process has been the collective 
nature of the undertaking. While it has involved many hours writing and reading on 
my own, it has also opened the door to other PhD students, academics, practitioners, 
networks and even countries. In attending a wide range of academic conferences I 
have heard different arguments, experienced current debates and learnt to present my 
own ideas for examination in public. I have always been a collector of resources, but 
this process has reinforced in my professional practice the importance of widening 
your field, of bringing in different viewpoints and taking a multidisciplinary 
approach.
I had no idea at the beginning that I would be going on a voyage that would take in 
neuro-science, philosophy, psychology, spirituality, aesthetics and consciousness 
studies to name a few. Perhaps at times I spread the net too wide, not knowing what 
to do with the catch once it was hauled in. There are still a few books on the shelf 
that seemed a good idea at the time and apart from an initial flick through have never 
been touched.
This has been vital in the detective process of understanding who is aligned with 
whom, what the history has been to a particular argument or train of thought and 
how things are connected. An early workshop encouraged the use of an analysis 
sheet for everything we read. It was divided into headings which encouraged me to 
consider the problem being addressed, the frames of reference used, the hypothesis 
or argument being proposed, methods used and so on. Initially, this was an effort and 
as my field of reference was relatively limited it was hard to make sense of what I 
was doing. As my reading grew I began to see the patterns and to understand what 
the exercise was offering me in terms of being able to position research, it is a 
practice I continue to this day and has become almost automatic as I read.
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The other benefit I have gained from this process is to have more confidence in my 
own thinking and to take a few risks with it. To try things out on others and see 
where they lead and to be less worried about being publicly humiliated (which has 
not happened to date but it is hard to remove it completely as a possibility). I have 
learnt who my communities are (advice that came early on from Bente Elkjaer"^  ^at a 
PhD’s workshop) and that often when I take a bit more risk I get a more positive 
response, like using ‘Alice’ as an ethnographic metaphor or feeding back to the 
conference in the round. Feedback on some of my early papers suggested people 
wanted to hear more about what I thought and less about what others in the field 
have said.
As I am not a fully fledged member of academia I have to confess there have been 
times when I was credited with having taken a risk without necessarily realising I 
was doing so, the use of more arts based practice has often been commented on but 
for me is a natural part of the world I inhabit. The strictures and limitations imposed 
on other PhD students have often shocked me as have some of their views on what 
constitutes legitimate science and the disregard with which some appear to have 
treated their participants.
As a result of this rich tapestry I am becoming more confident in my own voice, 
something which I will continue to build on as I move into the last stages of the 
process and as I look towards what might come next.
8.2 Interpreting
“All interpretations are unfinished, provisional, and incomplete. ” (Denzin, 
79 9^6. 64)
This is an interpretative account and much as I have tried to involve my participants 
the key decisions and choices along the way have been mine. In reviewing some of 
the interpretative choices made I have taken a chronological approach, endeavouring 
to reveal their subjective nature. The following account is interspersed with a series 
of ‘reflections’ which aim to provide comment and consider alternatives.
Taken as whole they are my attempt to expose the interpretative choices, the process 
of extrapolation, iteration, judgement, assumptions and doubt. At a conference 
Wanda Orlikowski"^  ^introduced me to the phrase, “the brighter the light, the darker 
the shade”, this review of the interpretations that formed part of the study is an effort 
to illustrate where the lights were shone and as a result what might have fallen into 
the shade.
Chair and Head o f Department o f Learning, University o f  Aarhus, The Danish School o f  Education. 
Professor o f Information Technologies and Organization Studies, MIT Wanda J. Orlikowski
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It is therefore both a reflection on learning fi-om my personal journey and an 
evaluation of the research as a whole.
At the time of starting my doctorate I had worked with numerous arts organisations 
in various states of ill-health. As has already been mentioned I became increasingly 
intrigued by what was going on and what was being learnt fi*om the process of 
decline and recovery. My master’s dissertation also looked at a single case study in 
relation to emotions and learning and I knew there was a great deal more to consider. 
My early concerns were therefore with what it felt like to go through such a process 
and why some organisations gave the appearance of learning when others did not.
Personal Reflection: I knew I had to move on from my dissertation but the 
apparently unacknowledged role of emotions, or the non-cognitive, continued 
to trouble me. This set the early frame from which I had already begun my 
interpretive approach. It determined the relevant literature I might cover and 
however open I would have said my mind was at the time I was working 
within a particular frame. I  was perhaps even more rigid than I  might like to 
acknowledge in that I  was keen to avoid the cognitive in learning and look at 
other modes.
Through the literature review I set out to reflne my thinking and to get a better view 
of what already existed in the field. I hit upon the Crossan, Lane and White (1999) 
model which seemed to offer a possible sensitising framework for data collection. I 
also determined that if I was to understand the experience of what it was like to be in 
these organisations that I would have to undertake fieldwork in the form of 
participant observation. At the same time I was looking closely at the 
psychodynamic field because this seemed to provide something important in terms 
of both the non-cognitive aspects of learning and what I thought I already understood 
about the psychological dimensions of organisations undergoing significant change.
Personal Reflection: There were many possible routes I  could have taken 
particularly in terms of considering experience, meaning making and culture 
such as phenomenology. If there has been a weakness in the process it is that 
while I have let other aspects go I have stayed close to psychodynamics, even 
when I  was aware it had the potential to sit at odds with other approaches.
It was at this point that I came across Bateson’s levels of learning, which offered the 
opportunity to look more closely at organisational learning systemically rather than 
continuing to divide units of analysis into individual, group and organisation as in 
the Crossan, Lane & White (1999) model.
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Personal Reflection: At this point the process involved a number of new 
questions. How do I define the organisation? Is it possible to take the 
organisation as a unit of analysis with regard to learning, particularly when 
a number of researchers suggest not? Why am I hanging on to the 
organisation as a whole rather than looking at individuals or groups?
Two things then happened to shift my perspective further. Firstly, I attended a 
conference in Italy where I was introduced to organisational aesthetics. I was also 
negotiating access to a number of arts organisations in order to undertake my 
fieldwork. This meant I had to start explaining what I was trying to do to others 
outside of the research field. I had to be clear about what I was going to do if I was 
granted access.
Personal Reflection: In being introduced to aesthetics I  started to consider 
other possibilities outside of the cognitive and beyond the emotional. This 
made me look at how I might undertake data collection to capture emotions 
and aesthetics. I  also had to gain permission from possible participants and 
as such I had to consider any terms or conditions that might be required. I  
began asking myself how what I  was doing might be of interest, or useful to 
them. This is probably the start o f a preoccupation with the research being 
interesting to others that has remained to the completion of the writing up. 
Something which I  found difficult to articulate at earlier points in the 
process, but started to shape considerations about how I  would analyse and 
represent the findings.
I was fortunate in that gaining access to a number of organisations did not prove too 
difficult. I had one false start when the Chief executive I had originally negotiated 
access with left that organisation to take up a new position elsewhere. TheatreCo and 
Constructa were both very open and willing to be included and they imposed few 
conditions of entry. They both seemed happy to work on the basis that I would be 
available for discussion during my time with them. While they did not specify a 
particular outcome from my work with them they both seemed to be looking for 
something useful that might give them more of an insight into their organisations. 
Screenworks was more complicated in that the organisation had dispersed and 
obviously the situation of its demise was somewhat delicate. Tracing some of the key 
participants was more difficult and a number declined to be involved.
Personal Reflection: Much of the interpretation in the field was concerned 
with questions such as what is going on here. What am I  seeing, feeling, 
hearing or participating in? What am I learning and how does this relate to 
my research? I was also concerned with the impact I  was having in the field, 
how much was I being presented with a performance?
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In keeping my research methods very open I  was also not always sure that I  
was gaining any relevant information. Undertaking this kind of research also 
highlights the tensions similar to those inherent in studies of ‘culture \ It is 
often hard for those in the organisations to be able to step back and see the 
patterns, as the Chinese proverb says ‘the last one to know about the sea is 
the fish \ Equally, as Ifoundfrom the ‘Meet and Greet’ at TheatreCo and the 
staff meeting at Constructa it is not possible for an outsider to know the 
culture fully either.
During my periods of observation at both Constructa and TheatreCo I was struck by 
how limited they were for space and how difficult it was to have conversations in 
private unless you went into the auditorium or the gallery while it was closed to the 
public. This made me wonder about how challenging learning might be in this 
context where much of it must be played out in public. In the field I was too busy to 
think much about the sensitising frameworks - observing, arranging appointments, 
having conversations, writing fieldnotes, transcribing, it was easier to clear my mind 
than I thought.
Personal Reflection: Confronted with the mass o f data I  was concerned with 
how I  began to make sense of it all. What do I  have here? What was the best 
way to organise and collate what I had? What system did I  need to be able to 
gain easy access to key pieces of data? How should it be represented and 
what were the golden threads? I  tried some CAQDAS but I  never got further 
than it being a sophisticatedfiling system, it just did not work for me in terms 
of the interpretive nature of the study.
Using the expanded Bateson framework I have found that learning is present in each 
of the organisations and that it involves the senses, emotions and cognition. It is 
closely linked to the notion of context and how the organisations understand and 
react to their context. This research has endeavoured to expand on Bateson’s 
fi*amework by paying attention to the data and bringing in the modalities both 
covered in his own writings and found in the organisations I studied. This now has 
the potential to evolve into a diagnostic framework for use within the not for profit 
sector.
Personal Reflection: The final aspect of my interpreting looks to the future. It 
wonders what my interpretations o f organisational learning offer and where 
things might go from here. I have probed into what I believe may be 
misconceptions in the field but have I  offered anything useful in return?
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“ ...interpretation is an act of imagination and logic. It entails perceiving 
importance, order, andform in what one is learning that relates to the 
argument, story, narrative that is continually undergoing creation. ”(Peshkin, 
2000: 9)
8.3 Contemplating Ethnography
“The gap between engaging others where they are and representing them 
where they aren ’t, always immense but not much noticed, has suddenly 
become extremely visible. What once seemed only technically difficult, 
getting ‘their’ lives into ‘our’ works, has turned morally, politically, even 
epistemologically difficult. ” (Geertz, 1988:130)
In my professional work I often undertake project or programme evaluations, my 
own programmes and interventions have also been the subject of such evaluations. 
This work has grown during the latter stages of my PhD research and I have become 
ever more aware of the challenge of writing about the lives, work and experiences of 
others. In most cases I find organisations do not want an evaluation at all, they are 
not interested in something they can learn from so much as an advocacy document 
that makes them look good in the eyes of others. Researching and writing is a 
political act.
Thinking of ethnography as an approach with betrayal built in, as suggested in the 
chapter on methodology, has had a profound effect on the way I perhaps naively 
viewed the field in the early stages of the research. It may on occasion have caused 
me to hold back, to not look at some of the events I observed in more detail because 
I know they caused the participants discomfort at the time. As researchers we might 
justify our approach through permission sheets and the notion of informed consent 
but this is not as simple as it seems. I have increasingly come to the view that the 
notion of informed consent is a chimera, an ideal.
There are so many variables about how much participants genuinely understand what 
you are trying to do, how much you can reveal without undermining the research, 
how much people are actually that bothered in the early stages and, as in my case, 
how much that ‘formality’ was seen by a number of participants as an antithesis to 
the trust they were placing in me.
Ethnography is, in my experience, essentially an embodied and communicational 
practice. The focus on seeing, th^t is the observation element of ‘participant 
observation’ is only one aspect of a much wider repertoire. I found the expectation 
of my participants to be that I would join their social system as a fully functioning 
member, in essence as a recognisable fellow human being.
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I was expected to engage in dialogue, to share opinions, to enter into debate, to touch 
and feel and smell their organisations. The moments that were most uncomfortable 
were precisely those when I was regarded as sitting slightly distanced and observing, 
I had to learn to become as invisible as possible when sight was the dominant sense. 
The participants often wanted to know what I was seeing, hearing, thinking, what I 
was making of their world and how that differed from or compared to others I had 
experienced.
Trying to find a multisensory approach to learning and experience has presented a 
real challenge in terms of representing the findings. I have turned to a number of 
what might be regarded as arts based techniques to portray issues like the metal box 
at Constructa, its cold steely hardness contrasted with the worn, soft wood of the 
building. In order to understand its significance it needs to be expressed and 
communicated. In some cases I think I have been successful but not necessarily in 
all, I would have liked to push the boundaries further but recognise this thesis is 
subject to academic protocols and expectations which determine the political and 
social field in which it is constructed.
This notion of boundaries has also been an important consideration during the 
research. While Armstrong’s (2005) framework has served to provide a means for 
both understanding the organisations and demonstrating possible boundaries it is 
recognised that this is also a construction. In fact much of what has come through in 
terms of findings in this research has been about what happens at the boundary edge, 
where systems leak into each other, what happens at the borders. These organisations 
do not exist in isolation, there are a range of ever present “others”, which might or 
might not be understood -  artists, audiences and stakeholders in particular.
The danger of writing up the organisations in this way is that they somehow become 
static, pickled in aspic, as if the pause button has been pressed. I know that if I went 
back into these organisations tomorrow things would have changed, such changes 
may be physical in terms of the fabric of the building but more likely practices and 
people will have changed. I was privileged to have a glimpse of them at a point in 
time and seen through the lens of a particular event. Things will have moved on now 
and the event may well have become little more than mythology for the current 
organisational actors.
I have been struck by the response my work has received from others at a number of 
academic conferences. On the whole the reaction has been what to me seemed a 
romanticised view of the arts, often described as being lucky to work in such a field, 
a sense of almost being exoticised myself, let alone my participants. This is not 
intended as a criticism, or to necessarily disagree, I am indeed fortunate in a number 
of ways.
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However, for me this is a familiar workplace with its aesthetic characteristics of 
ugliness, beauty, the grotesque, humour, and the sacred the same as any other 
workplace. There exists bullying and harassment alongside deep care and affection, 
support and development alongside rampant egos, and blind spots as well as acute 
reflection on the human condition. This has been an attempt not to exoticise the 
sector or these organisations, more so to see where their experiences touch others in 
terms of their working lives.
8.4 Ensuring Quality Research
“Traditionally, we have worried much more about how we are judged as 
‘scientists ’ by other scientists than about whether our work is useful, 
insightful, or meaningful -  and to whom. We get preoccupied with rigor, but 
are neglectful of imagination. ” (Bochner, 2000: 267)
Bochner’s (2000) thoughtful article on the issue of criteria in qualitative research 
highlights many of the struggles I have wrestled with in trying to produce research 
which is of appropriate doctoral standard at the same time as dealing with 
subjectivity - extracting meaning from lived experiences. I began work on the 
criteria framework (Table 10) relatively early on in the research process so it has 
been an ongoing reference point in terms of methods used, data collection, analysis 
and writing up.
I have tried to balance the need to demonstrate rigour as well as working with the 
messiness of the data and the experiences of the participants. I would argue that the 
findings are trustworthy and dependable in so far as a systematic research process 
was followed systematically. I used the metaphor of crystallisation rather than 
triangulation to capture and report on different perspectives rather than find one 
definitive view - this has included both the fieldwork data and the theoretical 
perspectives. The data set included images, interview transcripts, poetry, fiction, 
scripts, management documents, funder documents, websites, blogs, overheard 
conversations, chatting over coffee, diaries and so on.
Rather than take a single theoretical perspective I combined psychodynamics and 
social constructionism, during the analyses I created interpretations from these 
different perspectives checking for similarities and differences.
As the analyses emerged I checked back with some of the participants to allow them 
to comment further. As the various chapters emerged I also shared them with a 
number of external reviewers, some of whom knew the organisations concerned and 
some who were specialists either in the arts sector or insolvency.
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This gave me the opportunity to consider competing perspectives or to consider 
negative cases, there were numerous points where the comments I received gave me 
a very different view on the data.
In keeping with the content of the research and the argument being made for a 
multi-modal approach I have also worked on representations which bring together 
the cognitive, emotional, aesthetic and embodied; to find forms that can in some way 
access the tacit, emotional and aesthetic dimensions. This has involved a degree of 
creativity which acknowledges the context in which these organisations work and is 
appropriate to the concern with aesthetics as one of the modes. Acknowledging the 
subjectivity of the researcher and the participants has been a core part of the 
ethnographic approach.
8.5 Limitations of the Approach
Such is the breadth of the field and the range of possible approaches that a number of 
limitations in this research need to be acknowledged, these include the 
methodological choices, the nature of the organisations concerned, the framework 
adopted and my role as a researcher. Firstly, while the inclusion of three 
organisations in the study allow for a degree of comparison, questions might be 
raised about generalisability. These are very specific organisations working in 
various subsectors of what is already a niche sector in terms of its not-for-profit 
orientation. The value of these findings to other organisations and/or sectors may not 
be immediately evident.
However, the interpretative approach taken to the study did not use generalisability 
as one of its core criteria, had I done so survey or a more traditional comparative 
study would have been more appropriate. The focus has been on context and 
experience and as such applying the knowledge in other settings requires two 
approaches: there is a need to really understand the context in which the knowledge 
has been created and to transfer such knowledge to other settings requires an in- 
depth knowledge of the new setting and how this differs from the original 
organisation/s.
Generalisation has been the preserve of positivistic research which has attracted a 
degree of criticism from within social science, “the approach of positivistic research 
to generalisation has been to abstract from context, average out cases, lose sight of 
the world as lived by human beings, and generally make the knowledge gained 
impossible to apply.’’(Greenwood & Levin, 2005: 55).
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In opening up the context of the organisations featured and sharing them in an 
aesthetic form the experience of these participants might have the capacity to touch 
the experiences of others, to encourage a deep sense of reflection about the nature of 
organisational context and to explore what resonates at a human level. In looking to 
the impact on theory and practice I have also endeavoured to extrapolate elements 
that might have value or transferability to other contexts, “extrapolations are modest 
speculations on the likely applicability of findings to other situations under similar, 
but not identical, conditions.” (Patton, 2002: 584)
This has been supported by trying to engender vicarious experience in the reader, 
which relates to what might be called “naturalistic generalisation” (Stake, 1995) 
whereby the reader will take on narrative description to form vicarious experience 
which then works “with existing propositional knowledge to modify existing 
generalizations.” (Stake, 1995: 86) In order to build this vicarious experience I have 
focused on stories, personalised descriptions and an emphasis on time and space.
A second limitation of the study might involve the methodological choices made in 
respect of undertaking the research. Anthropologists could argue that it is a weakness 
of the study that I have only considered the participants in relation to their 
organisational setting, I did not participate in other aspects of their lives and as such 
there is a danger of attributing behaviour to a particular organisational situation 
which might have wider influences. Added to this is the concern that what has been 
seen at a particular point in time is regarded as typical of what always happens.
It is indeed the case that I did not experience the lives of the participants beyond the 
times I observed them at work but purely from a pragmatic perspective I had to draw 
a boundary somewhere. Also, in using the BNIM interview fi*amework all 
participants were asked a single open question about their lives since they started 
work in their particular organisation, I would argue this left them open to talk about 
whatever they chose and did not limit them to the organisation, indeed I was told 
several stories about life changing events including living with cancer.
I have also endeavoured in the writing up and interpretations to show that these 
tellings are partial, selective, and at times include autobiographical detail. They are 
not given as definitive accounts. I have tried as far as possible to include the wider 
context for the organisations even if I have not done so for the individual 
participants. These are events that happened at a particular point in time and as 
Alexander (1996) indicated in her research the findings here are the result of a 
negotiated eneounter between myself and the participants at a particular point in 
time. This could be an area for future ethnographic organisational research -  
expanding the field to include participant observation in the wider lives of 
participants.
207
Thirdly, the fact that I have researched phenomena within my own sector could be 
regarded as a further limitation. This might cast doubt on my ability to observe in- 
depth; Traweek was advised by Gregory Bateson as her dissertation adviser, “to go 
to Japan so that the American Labs would become strange to me, to sharpen my 
observations of them.” (Traweek, 1988: 12) Unfortunately, I did not have such an 
option but dealt with the issue of clarity of observation (which should not be 
confused with objectivity) in a number of ways. My background in the sector is in 
the visual arts and as such working with a Theatre and a moving image organisation 
was outside of my experience.
I have also included an autoethnographic as well as an ethnographic approach, 
recognising where appropriate the stories that are my own and separating them from 
the stories of the participants. This recognises that I do bring a real depth of 
experiential knowledge about the sector as a whole. In the field I worked hard at 
being the observer, becoming the naive participant in an organisation where the other 
actors know the culture well. I focussed in my conversations and field notes on 
identifying and ‘bracketing’ my own assumptions, feelings and preconceptions.
I would argue that any researcher, whatever their methodology, brings their own 
backgrounds, perceptions and issues. I have endeavoured to deal with this by 
acknowledging and reflecting on my role as an ethnographer. It is also true to say 
that no matter how well I might have thought I knew how these organisations 
operated they all revealed different surprises. Observing them and being part of their 
environment changed my perspective; I was struck by their resourcefulness, their 
commitment to artist and audience alike.
This accords with what has been referred to as the ‘outsider’ and ‘insider’ myths 
(Styles, 1979: 109) “in essence, outsider myths assert that only outsiders can conduct 
valid research on a given group; only outsiders it is held, possess the needed 
objectivity and emotional distance.” This is a socially constructed debate which 
places research legitimacy within a given group.
8.6 A New Beginning
“There will come a time when you believe everything is finished. That will be 
the beginning. ’’Louis L'Amour
I overheard a comment in the hallway of a university a year or so ago that went 
along the lines of “the problem with PhDs is they think the Thesis is an end in itself.” 
Once I got over the apparent disparaging of PhDs I pondered what this might mean, 
is this not a process that drives the whole focus towards the written artefact? The 
speaker clearly regarded this as a bad thing but what did he mean? I now take it to 
mean that the thesis is a step or a stage in something ongoing.
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My research has touched on a number of fields and I think this offers the possibility 
for further explorations both in an applied and a theoretical sense.
It seems timely in the light of the current financial environment to undertake further 
research on financial crisis and turnaround in the wider not-for-profit sector. In the 
face of the recent election not-for-profit organisations are bracing themselves for 
changes in public funding. Developing the approach which looks across the four 
domains of causes, content, process and context may prove helpful
As a consultant I am currently working with a number of arts organisations which 
are either led by disabled people or providing opportunities for disabled artists and 
audiences. I recently talked with one of the Artistic Directors at length about the 
multi-sensory approach they take to working with people with learning difficulties 
some of whom have no speech and other physical disabilities too. Much of what she 
described resonated with the multi-modal and multi-level framework of 
organisational learning I have been using and we are now looking at how we bring 
the two things together and what we might learn if we do. There is a place for a 
learning framework which does not privilege the cognitive in a field where people 
are differently able.
The emergence of the multi-modal, multi-level framework in this research also 
suggests that there is some value in looking in more depth at other examples where 
organisations could be said to have achieved a paradigm shift (Bateson’s Learning 
III) and what this may mean for organisational members and change agents. Such 
research might consider what the potentially explosive force of a paradigm shift 
brings to organisations and how or why has it come about. This seems particularly 
appropriate at a time when practitioners are looking for ways of dealing with 
challenging and shifting organisational environments.
Having spent eight years working with organisations in distress and often not being 
able to see or work with people at their best I think I may have been guilty of the 
kind of pathologizing that I now warn against. The Stabilisation Unit was known as 
the A&E Department of the Arts Council and we were often regarded as working 
with the problem children. In studying these three cases I am intrigued about the role 
of hope in organisations and there seems to be scope for this to be explored ftirther, 
particularly in terms of considering the impact of willpower and waypower on 
organisational events.
Another area for more attention is the link between Bion’s notion of 
container/contained and how this relationship impacts on an organisation’s capacity 
for learning, indeed if it is possible to use it as a measure of learning in some form. 
This was touched on briefly in one of my conference papers and seemed to attract 
some positive interest.
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Now my words, and those of the many others involved, are on the pages I can see a 
beginning rather than an end. This process has offered me new opportunities, has 
made me new friends, found different networks, given me more tools for my practice 
and I hope enabled me to contribute something to the field.
It has not been without its stresses, insecurities, confusion and effort but I have 
found new skills, knowledge and behaviour that will carry on with me wherever I go 
from here. It was never my intention to move permanently into academia but I would 
not want to lose the connections I have made.
“I wanted a perfect ending. Now I ’ve learned, the hard way, that some poems 
don't rhyme, and some stories don't have a clear beginning, middle, and 
end. ” Gilda Radner
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Appendix 1: Flow Chart of the Recovery Programme Process
(Adapted from the Recovery Programme Handbook, Arts Council England 1999)
Admission
Stocktake Rejected
Allocation o f Advisers 
and development o f  
workplan
T
Recovery Plan 
Development
ACE Reviews 
Recovery Plan
Alternative plan 
or insolveney
Data collection 
& analysis
I
Milestone
Plan
ACE accepts 
Plan
Rejected
Alternative plan 
or insolvencyFunding released 
against Milestone Plan
Recovery Plan 
Implemented
Recovered
Organisation
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Appendix 2: Breakdown of Nature of Data Collected
Data Type Media Source
Frequency/ 
number/ size'*^
Ambient recordings in each venue Digital - wma files Researcher 8 @ 3- 4MB
Arts funding policies Hard copy Arts Council 
England
10 @ 20+ pages ea
Blogs -  researcher generated & archive Hard copy & digital Researcher/
Internet
8 blogs
Contextual data -  geographic, demographic 
etc for locations o f both surviving 
organisations
Hard copy & digital Internet 1 double lever arch 
file
Correspondence with participants e-mails & hard copy Participants and 
researcher
50+ pages
Fieldnotes Hard copy notebooks Researcher 9 @ 100 pages ea
Financial statements and accounts Hard copy & digital Participants &
Charity
Commission
30 sets o f audited 
accounts @ 1 4 - 2 0  
pages each
Images -  Constructa Photographs/Jpegs Researcher and 
participants
48
Images -  TheatreCo Photographs/Jpegs Researcher and 
participants
56
Interview recordings Digital - wma files Researcher & 
participants
35 @ 4-5 MB
Journals from my work as Director o f  
Organisational Development, ACE
Hard copy notebooks Researcher 15 @ A4 X 100 
pages ea
Memos Hard copy & digital Researcher 200 pages @ A4
Mind maps Digital Researcher 20 @ A4, 5 @ A2
Newspaper cuttings Hard copy & digital National &
regional
press/internet
A4 ring binder
Notes - written to me during field visits Hard copy Participants 5 pages @ A4
Organisational records -  business plans, 
organograms, funding applications, policy 
documents etc
Hard copy & digital Participants -  
TheatreCo & 
Constructa
3 double lever arch 
files
Publications - produced by the two 
organisations for their programmes
Hard copy Participants 0.5 double lever arch 
file
Publicity materials -  all organisations, e.g. 
brochures, programmes, flyers, press releases 
etc
Hard copy, 
photographs, jpegs & 
websites
Participants & 
internet
0.5 double lever arch 
file
Recovery Programme documentation: 
applications, reports etc
Hard copy & digital Arts Council 
England
0.5 double lever arch 
file
Research j oumals Hard copy Researcher 5 @ 100 pages ea
Reviews and artist commentaries Hard copy & digital Participants & 
internet
120 pages @A4 plus 
30+ web pages
Stakeholder reports - comments on the 
organisations
Hard copy & digital Participants 36 pages @ A4
Timelines - for each organisation Hard copy & digital Researcher 3@A2
Transcripts Hard copy & digital Researcher 400+ pages @ A4
Vignettes Hard copy & digital Researcher 3 5 @ A 4
49 Based on best estimates in relation to web pages and digital content
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Appendix 3: Extract from an Example Transcript
Constructa Interview 6L: BNIM Sub Session One Extract
DL: OK. So as I say there is a particular process which is I just start by asking if you 
can tell me about your life since you started working at GX. Start anywhere you 
like, in any order you like, I won’t in interrupt. I’ll just let you flow.
L: OK. ((laughs)) I’ll start. I’ll give you kind of a bit of the chronology first, start, I 
started as a volunteer in the AR an:d that came about because I had, have, CFS, and I 
hadn’t work sort of, hadn’t worked really for about, at that point for about two years. 
Uhm, and my ( ) an incredibly stressful job that I really didn’t like in London, and 
you know, but I earned a lot of money and it was you know one of those kind of, bit 
of a trap, bit trapped situation.
DL: Oh, yes, sure
L: So, anyway, got ill, didn’t, stopped working, moved to B and I was going through 
uhm, the only, the only treatment that’s really available is BT, it’s just about 
recognising things in yourself that make you sick. Uhm, and part of that process was 
a kind of build up of activity, and part of that process was doing voluntary work (.) 
and I, I did a bit of volunteering in err, the Shelter shop because all my background 
is in, mostly in retail.
DL: OK
L: And it just seemed, it was literallv round the comer from my house and it seemed 
a kind of obvious thing to do and so I did that and I did a couple of months but kind 
of, you know, I was really satisfied with that and don’t really want to end up working 
in stores again, so, uhm, went to the volunteer bureau, had a rough idea that I’d like 
to do something in the arts and GX came up and that’s how I ended up there. Uhm, 
(0.2), so yeah I volunteered in the AR for a few, about three months, four months 
and then I did an office placement, err, a bit (like) C is doing now, uhm, and uhm, 
they, because I was on disability benefit I was allowed to earn a kind of certain 
amount’ish as a kind of way of getting people back to work which is fine and I 
started just doing bits and pieces of paid, (.) paid work, I mean they were very, you 
know, INCREDIBLY supportive about that and you know, uhm, and I think (.) I 
think that they just recognised that I kind of bring something a bit different really 
because of, my, my degree’s in art, my degree’s in theatre and I’m really interested 
in the arts but I just kind went (.), took a different path kind of career wise and I have 
a lot of commercial experience and experience of working with massive budgets and 
people management and you know I used to manage a team of (fifty ) odd people so, 
uhm, just I come with totally different, a different life experience actuallv.
DL: Yeah 
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L: Uhm, which I think is really interesting because that’s, to me that’s what diversity 
is, that’s part of it, but anyway that’s a side issue and I won’t get side tracked.
DL: Yes, no, no
L: uhm, so I think they kind of recognised that and (.) you know, and I and I kind of 
just fell in love with GX kind of instantly I think and, you know, and you know, 
uhm, so that, that was kind of it really and they gave me bits and pieces of work and 
then they kind of essentially, this job sort of, sort of (.) fell into place round me 
really. I didn’t have to interview for it, uhm, and that was kind of uhm. Admin. It had 
come out as Admin Assistant, I think that was the title.
DL: Right
L: Uhm, s:o, so I interviewed for that I got the job and kind of carried on, and then 
LF went through some kind of personal problems and wanted to drop one of her 
days, so my initial job was three days and then uhm LF wanted to sort of stop one of 
her days which uhm, and which I then took up kind of on a temporary basis initially 
but with the understanding that she never really wanted to take it back ((chuckles)) 
uhm, and that was specifically about dealing with the Board.
DL: Right
L: So I do all the kind of liaison with the Board, organise all the Board meetings, do 
the minutes, uhm, so anything to do with the Board really, hhhh Uhm, (0.2) Which 
was quite interesting at the time because that, at about the same time I was uhm, 
there, uhm, AWL were running a project about the relationship between staff and 
Boards, uhm, and I was part of that, with, that research with SC who is one of our 
trustees, uhm and there’s was eventually a report produced on that but that was about 
the same time. Uhm, and then I became that was and so then I was Executive 
Assistant, had a job change, title, role, job change, uhm, and I suppose, what, what 
initi::ally. There was a kind, there was an initial breakdown of those four days, and it 
was a day working, uhm, doing Board stuff and kind of more office management 
thin:gs really, and there was a day working on, two days working on I, half, no I’ve 
got this all wrong. I can’t remember now. It was a day and a half on I, half a day 
doing Admin for L, half a day doing admin for S at the time and half a day on venue 
hire, and the bits ( ) around the other half a day. Uhm, that all basically fell apart 
pretty quickly=
DL: =Right
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L: Just because (.) S never gave me anything to do, so that, so that kind of, and then 
L’s stuff started to, to take over a bit, uhm but then what happened is that we needed 
to, because we needed to do more I claims, uhm. I, and I do all that with L2, uhm 
that just essentially kind of last year took over all of my time, I mean that’s 
essentially all I did, really. It was like finish one and on to the next one, on top of all 
the other, you know all the other bits and pieces, so my role’s kind of reailly changed 
(.) now. Uhm, and this is where it all starts to get a bit (.) fluid, in a nice way of 
saying it=
DL: =Right, it evolves ((both laugh))
L: yeah,. And uhm, incredibly complicated and uhm (0.2) I suppose I’ve got the 
point now where I actually don’t really know what my job is, uhm, and that’s, you 
know and that’s an issue and it’s something I’ve spent probably the last kind of six 
weeks, about six weeks ago, I just got really depressed about the whole thing. I just 
thought I don’t know why I’m her:e and I don’t know what I do any more, and I’m 
starting to feel like I don’t do any of it very well.
DL: Okay
L: So I kind of went through a bit, about a week of going you know, with my head in 
my hands and I then thought this, well there’s no point just having your head in your 
hands, nobody’s going to sort it out for you, so you know just think through. Which 
is what I’ve been doing really for the last sort of month, six weeks and you know 
coming to some, some conclusions, uhm which I need to discuss with M, and L& M.
DL: Sure
L: Uhm, (0.2), uhm (0.2) but, and I suppose this is, this is where the problems of GX 
kind of start to, start to appear is that because, because I’m quite capable and because 
I’m quite, not I’m not blowing my own trumpet, but I’m quite capable and I don’t 
wait, it’s like I just get on with stuff, I don’t wait for people to tell me what to do I 
just, and I can’t you know that, I can’t you know if something needs to be done, you 
know somebody will say to me oh you need to, maybe you need check that with M 
& L, and if I look at their diaries and they’re not going to be in for three days and I 
need to do it today then I don’t (care) I’m just gonna do it. I’m, I’m not going to 
spend (gallons) of money or do anything that’s life threatening but, you know, it’s an 
art gallery I can’t really do anything life threatening ((both laugh)). So, you know, so 
I just get on with things and if I see something that needs to be done, if I pick up 
something that needs to be done then I just do it. I’m not going to wait until someone 
else notices or uhhm, you know, OR say to L or M you know maybe we need to. I’ll 
just do it.
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Uhm, which is great, that’s great you know and that’s just, that’s just the way I am, 
but because of that you end up doing more and more and more stuff and it kind of. I 
also get into quite a weird position because there is (0 .2) there’s not like an upstairs 
downstairs divide but there’s just, be, because I work upstairs with L2, L & M I tend 
to know more of what’s going on. Because I’m in more than anybody else, I work, I 
spend more time in there than any other person, I tend to have more of an overview 
of what, what’s happening, uhm, and that, I think that sometimes people like B & S 
& M think that I have more power than I actually have because (.) you know and 
they’ll say to me (nnnn) and I want, trying to think of a case in point (0.3) uhm, 
there’s, we have a friends scheme. It’s kind of, it’s absolute rubbish. ( to me) it’s 
beyond, it’s beyond ridiculous, but anyway. There are like gazillions of leaflets for 
it, I mean like, THOUSANDS, ten thousand or something, there’s about fifty boxes 
of them up on the balcony=
BNIM Sub Session Two Extract 
L: That’s my experience of GX
DL: Thank you, that’s fabulous.
L: In a small nutshell ( and the future )
DL: That’s brilliant. I’ll try and expand that nutshell a little and ask you some more 
questions, and in a sense you’ve already been great at doing it because you’ve 
already been giving me some really wonderful examples of some of the things and 
that’s all I’m going to do now is ask you just to expand a bit to give me a better sense 
of particular examples. Uhm, and just to kick off with what you talked about at the 
beginning about being a volunteer in the AR, and just can you remember what that 
experience was like at the time?
L: Err, (.) it was quite important, it was, I mean everyone was really, mm, everyone 
was really welcoming in a sense, but there was also a sense because you were out, 
because, I think, it’s different if you, if you volunteer for FoH than the AR, if  you 
volunteer for FoH you are by definition with other people, you’re talking to people, 
if you volunteer in the AR you’re ki::nd of on your own in a sense and, the, the about 
the time that I started was really just before A left, there was a sort of crossover 
period where she started her job at AN she was still working at GX but she wasn’t 
around very much so It was the kind of thing where I just kind of got on with stuff 
and if I didn’t have anything directly to do then I’d find something, uhm, and I, when 
in fact when she left I, it was said to me you should apply for the job I thought NO 
((laughs)) and err I wouldn’t be very good at it and I don’t, I wasn’t particularly 
interested then.
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But I, (0.2) was kind of floating around the office but I said to, I said to L I  don’t 
want to do it and I’m not going to apply for it but I’d really like to be on the 
interview panel and I think as you know as somebody, as a volunteer it would be 
really good for you to have a volunteer on the interview panel and I’ve got (stacks) 
of interviewing experience so, and she was really into that idea and I, and so that, 
and you know that, that was one of the first things that I did (.) and in fact I 
interview, I organised the whole interview process so I kind of did the applications 
and all that kind of thing, that I guess was probably the point where I moved from 
working in the AR to working in the office.
DL: Right
L: And that was kind of the, one of the first uhm project that I did in my office 
placement was organising that uhm, so I think, if you’re a volunteer you can, you can 
get a lot out of it but I also think you have to be a bit pushy about, about, about 
saying you know I’ve identified this and I’d like to do it. I think it’s the, probably it 
is the same in the rest of the organisation actually there’s no point just waiting for 
somebody to give you things to do, you need to (.) you know, you need to if you’ve 
identified something then yunno run with it, that’s that’s how I feel. Uhm, and I 
think I probably got, I probably understood that quite early, so it was I mean the 
interviews I’d really only been there about two months I think. I’d probably been in 
like once a week for two months but I want to be [on the interview panel
DL:, I’ll be on your panel, I can do that
L: I can bring something to the table with that one, uhm, so I think you know that 
that’s the experience of being a volunteer and there, there are people that will, you 
know will, will DO that you know, there are alwavs people that are volunteers that 
you notice, which S is a good example, there’s a Spanish guy A at the moment who 
came to E and said can I, I’d really like to do Spanish, you know tour of the gallery 
in Spanish, you know, and he, he came through with that idea and that’s what a great 
idea ,you know. So, (0.2) you know but at the end of the day it depends what you 
want to get out of it really, some people are (great), some people are happy to come 
along do their once a week FoH ‘cos it’s good for your C.V. it’s good experience, 
you know and if that’s what you want to get out of it then it’s fine, but I think you 
know, if you, if you want more then you probably have to make it happen.
DL: Yeah, yes
L: And you can make it happen
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DL: OK, right. You talked a bit about your office placement and, and degree, but 
you then talked about them being quite supportive here, or feeling they were quite 
supportive when you arrived is there a particular incident or an example of what that 
was like?
L: Uhm, (0.4) there was a day and I don’t ( ) tricky bits, I can’t remember because 
while I was doing my dissertation I was sitting downstairs, and I, I guess I’d been 
talking to L or somebody I don’t know but M & L came down quite kind of 
awkwardly and were like we’d really like you to work with us on a permanent basis 
but uhm, but err, but there isn’t anything we can give you at the moment but we want 
you to know that we really like you and we’d really like you to stay so I think maybe 
that ‘cos my uhm, ‘cos I’d started earning bits and pieces of money once you do that 
and you’re on disability benefit you can only do it for six months and then they kick 
you off=
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Appendix 4: Example Vignette: Screenworks AKIV
Early focus on role and concerns about not having done this before, i.e. expectations 
of what the Lead Adviser should be. Importance of relationships and recognising she 
was actually part of a wider support team. Concern about focus on minutiae by the 
Acting Co-Directors, how to lift them out of the detail into the bigger picture. She 
has a good overview of the sector and a passion for the work, gave a sense that 
Screenworks occupied a pivotal role and betrayed the rest of its sector.
Strong view of morality, justice, responsibility and how individuals colluded for 
their own benefit. Underlying expression of sadness and a view of what might or 
should have been, whatever anyone did there was no easy solution. Visualised a 
‘hole’ in the sector, the loss or lack of a flagship that still holds true for her today. 
She was animated and engaged, eager to share the story and concerned it should be 
recorded as a study for others to learn the lessons. She also talked about her personal 
anguish in being involved and not being able to fix things. What if she had been 
Director, might the relationships have been better and less self-absorbed? What 
would the learning have looked like then?
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Appendix 5: The BNIM Approach
501.2. The BNIM three-sub-sessions interview- brief account
To know more about BNIM interviewing, see section 2 onwards and also Appendix A 
on ‘Technicalities of the BNIM interview’ and Appendix F.l. on being ethical in a 
BNIM interview. A two-page summary is provided on p. The ethnographic aspect o f  
the interview interaction itself as participant-observation is suggested in section
For any BNIM interview, you should schedule preferably three hours (but a 
minimum of two) with the interviewee, and a further one hour for your own 
subsequent instant de-briefing, following pretty straight on after the place/time of the 
interview.
Wengraf 2001 (ch. 5 and pp. 184-206) gives general guidance on purposive 
sampling and on interviewee selection and preparing for the interview (for 
theory-generation rather than theory-testing, usually).
For each BNIM interviewee, there are always two sub-sessions [and, sometimes, 
some time later, a third, though this can be just a phone call sub-session and may not 
occur] (Wengraf2001, ch.6). Typically, these first two sub-sessions make up one 
interview.
The interview is taped.
I suggest that, unless there are strong reasons against this, that you should let 
interviewees know in advance that in their interview with you -  perhaps contrary to 
their expectations that in most interviews the interviewer does a lot of talking and 
micro-managing — they will find themselves doing most of the talking (at least at 
first) and that they may find themselves remembering things they hadn’t thought of 
for a long time.
Also, remind them that you can’t know in advance what questions they might not 
feel comfortable with , and, if questions come up asking them to remember things
Tom Wengraf. Downloaded [15*’ January 2009: v9. Life-histories, lived situations and ongoing personal 
experiencing. Biographic-narrative interpretive method: BNIM interviewing and interpretation: Short Guide and 
Detailed Manual [pp: 63-64]. Available from tom@tomwengraf.com
I would suggest that, as far as the testing o f  prior theory is concerned, BNIM is o f  special use only 
for two types o f theory, namely: hypothesis or theory about ‘historically-situated subjectivity’ or 
about ‘subjectively-experienced historical situations’. Otherwise its strength lies in not in testing o f  
prior theory but in theory-generation, theory-rectifieation, and theory-enriehment.
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they can’t or don’t want to talk about, so they should feel no problem in saying ‘no’ 
or ‘pass’.
In the first sub-session, the interviewer offers only a carefully constructed single 
narrative question (e.g. “Please tell me the story of your life, all the events and 
experiences that have been important to you personally; begin wherever you like, I 
won V interrupt. I ’ll just take some notes for afterwards”) and sticks to the promises 
given in the question.
For particular research purposes, the focus is typically on a particular phase or 
particular aspect of the life, or even a particular aspect in a particular phase: the 
story of your life “after you became aware that you might have [medical condition 
D]” or “before you met your present wife” or “the story of your life as a religious 
person after you left the Church”.
However, more often than one would expect, rather than design a too-narrow 
‘partial’ SQUIN it is often better to ask a ‘whole life/whole period’ SQUIN and then 
let your research interest guide your non-taking-up in sub-session 2 of topics they 
mention in sub-session 1 that you feel are less relevant to your project.
[See Wengraf 2001: 121-5 for an early discussion of cmcial issues that need to be 
considered for designing not-whole-life opening narrative questions (partial 
SQUINs), and also see Appendix x on designing such ‘partial SQUINs’ for your 
own particular research needs].
In the second sub-session -  normally following straight on from or pretty 
immediately after the first, perhaps after a ten-minute interlude — sticking strictly to 
the sequence of topics raised and to the words used, the cue-phrases, the interviewer 
pushes for more particular incident narratives (PINs) about some of them, being 
prepared to ask yet ftirther narrative-seeking questions in response to some of the 
answers first given until the required level of narrative detail and personal 
engagement is provided, until Particular Incident Narratives (PINs) start to flow.
These first two sub-sessions typically are planned to take place in the same (first) 
interview slot of two-three hours.
Often the first sub-session provides an overarching Report story with rather few 
particular incident narratives described in sufficient detail.
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The second sub-session allows the interviewee to fill out all the segments or chosen 
segments of this overall narrative Report with much more detailed particular incident 
narratives (PINs). The second sub-session also allows the interviewee to reflect upon 
their account as a ‘first approximation’, and thus to visualise going further.
There are typically few or no detailed Particular Incident Narratives in sub-session 
one. Provided the interviewer follows the rules for narrative-seeking questioning and 
pushing for PINs, there are usually rather more and rather richer ones in sub-session 
two.
Learning to push hard-enough for PINs is difficult and you have to push to get into 
‘deep detail’. To misquote a letter from Franz Kafka, our pushing for PINs helps the 
interviewee to “take his or her axe to the fi*ozen sea within”.
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Appendix 6: Completed Research Consent Form^^
19 Beechwood Road 
Knaphill 
Woking 
Surrey 
GU21 20B
Research Consent Form 
i Theatre,# 0 0 0 0 #  Research Project
Title of Research: An exploration of emotional experience and teaming in arts organisations that have sunrlved crisis.
Name of Researcher Dawn Langley
Affiliation: University of Surrey
PlaaM Initial Box
1 .1 confirm that I have read and understood the information 
sheet for the above study and have had the 
opportunity to ask questions.
2 .1 understand that my participation is voluntary and that I am 
free to withdraw at any time, without giving reason.
3 .1 understand that direct quotes/comments may be used in the 
study findings and that they will be unattributed in order to prevent 
them being traced back to specific individuals.
4 .1 agree to take part in the above study.
Name of Participant Date ignature
 '2dbhâ ----------
Researcher uZJ D w  Slyiatufe
The form has been redaeted to proteet the anonymity of the participant/organisation
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